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Abstract 
This practice-based research inquiry investigated Artist in Residence 
projects being delivered in Australian Secondary Schools. Through an 
analysis of Artist in Residence programs and models of practice, dance 
creativity and creative processes, and two case studies from my own 
professional practice, I have created a contemporary model of practice for 
dance artists in residence in Secondary Schools and communities. It is 
anticipated that the findings from this research will provide insights into how 
best to promote rich creative experiences and sustainable arts practice within 
schools and their broader local communities, long after the conclusion of an 
arts project. 
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Introduction 
This research will explore Artist in Residence projects to inform an 
investigation into the development of a model of practice for dance 
practitioners in residence in Secondary education contexts. In doing so, the 
author hopes that this timely investigation may provide insights into how best 
to promote rich creative experiences and sustainable arts practice through 
the creation of arts projects that inspire and resonate within schools and their 
broader local communities, long after their conclusion. 
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Chapter 1: Introducing the research and 
the researcher 
This chapter will provide a brief summary of the research context. An 
overview of the research is provided in section 1.1; author background is 
discussed in section 1.2 with particular attention to the author’s involvement 
in the development and implementation of the two Case Studies utilized for 
this research; and, Artist in Residence (AIR) projects and arts education are 
contextualized within the broader Creative Industries in section 1.3. This final 
section identifies the significant contribution the Creative Industries are 
making to the global workforce. Pluralistic arts based education is suggested 
as underpinning this creative economy and discussed in relation to the 
Australian Art sector.  
1.1 RESEARCH OVERVIEW 
This research draws from experiences and observations garnered during 
my twenty-three years of professional practice as a dance artist and educator 
working in community and education settings as artist in residence. Working 
within the creative arts, practitioners must celebrate the unpredictable, the 
unknown and the ephemeral in the creation of rich creative experiences for 
participants. A rich creative experience embodies principles of authentic 
teaching and learning through engagement with the arts. If a rich creative 
experience exists then learnings will follow. Sadly, many within the 
professional dance industry do not encounter, or are not immersed in, rich 
creative experiences as part of their engagement with the dance industry. 
However, arts education must foster rich creative experiences for student 
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participants to excel, and to encourage sustainable engagement with the 
industry.  
Within arts education the participants’ voices are proof of the existence of 
rich creative experiences. Of significance to this research are my 
experiences within this field, which reflect varying degrees of success in 
eliciting a rich creative experience for participants within formal education 
settings. Employing findings from the detailed analysis of two case studies, 
Dancing Across Queensland and Body Stories, both examples of my own 
professional practice, and a thorough literature review, this thesis will 
investigate processes that support dance artists in residence in Secondary 
schools to enable rich creative experiences with consistency.     
1.2 AUTHOR BACKGROUND 
Community engagement and education have underpinned my diverse, 
twenty-three year career as a dance artist. I have taught dance across the 
three tiers of the Australian education system, written and implemented 
curriculum, created and delivered workshops in private dance studios, 
schools and community contexts. I have designed and led professional 
development and dance teacher in-service opportunities. All these 
experiences have occurred within a variety of professional contexts: 
company dance artist, company rehearsal director, independent artist and 
tertiary dance academic.    
 My teaching and learning philosophy is underpinned by the recognition of 
all of our capacities and intelligences and their integration into dance 
practice. Central to this approach is considerations of the primary role of the 
body in conceptual learning, drawing on a long lineage of embodied practices 
 Chapter 1: Introducing the research and the researcher 3 
as well as current theories of embodied learning. This depth of influence and 
thought is necessary for a thriving dance culture inhabited by responsible and 
responsive dance artists. I consider myself a teaching artist and credit my 
2009 Australian Learning and Teaching Council Citation for Outstanding 
Contributions to Student Learning to the dual approach inherent in the 
teaching artist role: teacher and artist.   
 In my current role as a Lecturer in Dance in the Creative Industries 
Faculty, Queensland University of Technology (QUT), I experience the 
creative and educative power of collaborations between artists and educators 
on a daily basis. Wherever possible and relevant, I look to weave 
opportunities for staff, guest artists, teaching artists and QUT students to 
collaborate in authentic contexts within units of formal study. The first of the 
two case studies discussed in this paper, Dancing Across Queensland, is 
one such project. 
1.2.1 Dancing Across Queensland: collaborative arts education  
Dancing Across Queensland was an AIR project created in response to 
the Queensland Governments Q150 initiative. The Q150 program was 
designed to celebrate Queensland’s 150th year of statehood through a range 
of projects from communities throughout the state. I developed this particular 
project for QUT Creative Industries Dance, and it was designed and 
delivered as a vehicle for furthering dance practice within regional and rural 
Secondary schools, and to provide authentic teaching and performance 
experiences for tertiary dance teaching students. Dancing Across 
Queensland is discussed in detail in Chapter 4, Case Study 1.  
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This exciting, multi-faceted project positioned tertiary dance teaching 
students as collaborative teaching artists. Working co-creatively in small 
teams with experienced teaching artists, the tertiary dance teaching students 
embodied the roles of researcher, designer, choreographer, workshop leader 
and performer. Furthermore, the tertiary dance teaching students embraced 
the roles of rehearsal director and tour manager, as they toured their dance 
works and associated workshops to the communities in which they 
researched.  This rich and vibrant illustration of authentic dance education 
provided highly relevant learning for all of the participants and formed the 
nexus between theory and practice for the tertiary dance teaching students.  
“…it was good to see how the classroom dance teachers 
taught.…get a feel of the actual workload in the workforce.” tertiary 
dance teaching student  
 
“It was lovely to see new ways to warm-up and create movement. I 
felt refreshed.” classroom teacher 
1.2.2 Body Stories: Connecting experiences    
The knowledge gained from designing and delivering Dancing Across 
Queensland, Case Study 1, inspired and informed questions about the 
efficacy of similar AIR projects in Secondary schools. The Dancing Across 
Queensland experience was the precursor to the Body Stories project, 
developed as the second Case Study for this Masters of Arts (Research) 
study. Body Stories was an “..intergenerational multi-arts performance project 
connecting students from Tullawong State High School (TSHS), Caboolture, 
with senior citizens from their regional community and artists from the 
Brisbane community” (Huddy, as cited in www.creative-campus.org.uk, para. 
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5). Body Stories privileged the creative process in art making and 
multidirectional learning: learning is an integral part of an AIR project for all 
participants.  
As a practicing artist dedicated to community engagement and life-long 
learning, I was curious to interrogate my Dancing Across Queensland 
experiences and explore further and with greater formality, the use of a 
model of practice for the design and delivery of the Body Stories project. 
Body Stories is discussed in detail in Chapter 5, Case Study 2. 
1.3 THE CREATIVE INDUSTRIES: REFLECTING A WORLD VIEW  
This review of AIR projects is timely given the increase in integration of 
the Creative Industries in the mainstream labour market. An interrogation of 
global employment statistics demonstrates unequivocally, the importance of 
the Creative Industries to the global economy. The 2015 UK report, Creative 
Industries: Focus on Employment In the UK (Nathan, Pratt & Fincon-Aznar, 
2015), describes an increase in employment within creative occupations in 
2014, three times that of the average job growth rate across their entire 
economy. One in eleven, or 8.8 percent of all jobs in the UK are creative 
occupations. Nesta’s 2015 report, Creative Economy Employment in the EU 
and the UK: a comparative analysis reveals growth in employment within the 
creative occupations is not specific to the UK. Between 2011 and 2013, the 
creative economy workforce in Sweden rose, sitting at 11.9 percent of 
employees working in the Creative Industries. Increases were also 
experienced across the other EU countries, the largest of which were seen in 
the Netherlands at 10.9 percent, and Germany at 8 percent.  
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This trend can also be seen in both the Unites States and Australia. The 
2015 Creative Industries: Business and Employment in the Arts report attests 
to the growth of the creative workforce in America, identifying 3.9 percent of 
all business belonging to the Creative Industries and 1.9 percent of all 
employees in the United States work in creative occupations. In Australia, the 
Creative Industries have been a top performer in annual growth with an 
average growth rate of 2.8 percent for creative employment, 40 percent 
higher then the rest of the workforce. The Australian Economy Report Card 
2013, identifies 5.3 percent of the national workforce are employed within 
creative occupations.  
1.3.1 Arts education: supporting the Creative Industries 
 This diversification of the traditional workforce, as a result of increased 
demand for creativity and creative participation, engagement and production 
within the workforce, has strengthened the debate concerning arts education, 
its value and place within formal education. In recent years, researchers 
globally have produced evidence on the positive impact the arts can make on 
the lives of young people (Fiske 1999; McCarthy, 2004; ArtsSmarts, 2009; 
Bryce, Mendelovits, Beavis, McQueen & Adams, 2004; Barrett & Smiegel, 
2010; Catterall, 2011; Cultural Learning Alliance, 2011). Underpinning this 
debate, UNESCO (2006, p.5) confirms that  
“21st Century societies are increasingly demanding workforces that 
are creative, flexible, adaptable and innovative and education 
systems need to evolve with these shifting conditions. Arts 
education equips learners with these skills, enabling them to 
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express themselves, critically evaluate the world around them, and 
actively engage in the various aspects of human existence.”  
1.3.2 The Australian context 
In Australia, the development of the new National Curriculum, The 
Australian Curriculum: The Arts Foundation to Year 10 exemplified the then 
Australian Labor Government’s commitment to Arts education. This new 
curriculum was heralded internationally as “...a leader in 21st Century 
curriculum.” (Dyson, 2015) The value of the arts for the country’s economic 
development was affirmed in a media release by the Minister for the Arts, 
Simon Crean (2012), “...a creative nation is a more productive nation and 
teaching arts is vital to inspiring creativity in young people.” 
Today, this appreciation of creativity and the arts is observable not only in 
Australian Government policy and political rhetoric, but perhaps more 
importantly, the opinions and values of the Australian people. In a report 
commissioned by the Australia Council for the Arts in 2014, Arts in Daily Life: 
Australian Participation in the Arts, 85 percent of respondents affirmed “the 
Arts make for a richer and more meaningful life.” (p. 30) This increase from 
71 percent in 1999 is evidenced by an increase in attendance at and 
participation in arts practice. In 2013, an astounding 47 percent of 
respondents created art and attended arts events, an increase of 8 percent 
since 2009 (Australia Council for the Arts, 2014, p. 23).  
1.3.3 Introducing the Artist In Residence (AIR) program 
In Australia, fiscal support for youth arts programs fluctuates in 
accordance with Federal elections and incoming governing party policies. 
Until the most recent changes instigated by the current Liberal Government 
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in 2015, local, state and federal governments were investing money in a 
large variety of programs that improve young people’s access to quality arts 
education experiences: artists-in-schools, company workshops, youth 
companies, education packages, and specialist emerging artist opportunities 
(Australia Council for the Arts, 2015; Arts Queensland, 2013).  
The 2015 Federal Arts funding cuts will effect the range and scope of 
these activities however, arts festivals, community arts organisations, 
museums, art galleries, companies, education providers, independent artists, 
and performing arts venues will continue to program creative events and 
activities specifically designed for children (Australia Council for the Arts 
2015). Workshop content, delivery, time frames and venues will be as 
diverse as the organisations or individuals producing these programs. The 
Australia Council for the Arts AIR program is one such program.  
AIR Programs link “..creatives within the broader community with 
education providers. The current iteration of the Australian AIR program is 
sustained by a three-year partnership (2013-2015) between the Australia 
Council for the Arts and Australian State and Territory education departments 
and arts agencies. In Queensland this collaboration involves Arts 
Queensland and Education Queensland” (Huddy, as cited in www.creative-
campus.org.uk, para. 3).  
 Recent changes by the Australian Federal government to arts funding 
have altered the state of play and served to destabilize the arts industry. The 
AIR program is one of many arts programs around the country facing an 
uncertain future. In the current environment, questions of viability, value, 
effect and sustainability, are more pertinent then ever.  
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It is timely that an investigation into dance AIR practices takes place to 
contribute to knowledge and best practice in the fields of dance practice and 
Secondary Education. A preliminary investigation of the research concerning 
AIR programs reveals commentary on the diversity of AIR programs 
(Tannenbaum, 2011; Risner & Anderson, 2012); arguments concerning the 
evaluation of AIR programs (Eisner, 1974; Meban, 1999); and analysis of the 
experience of the classroom teachers, artists and participants (Lopate, 1978; 
Burton, 1996; Meban, 1999; Eckhoff, 2011; Kind, de Cosson, Irwin & Grauer, 
2007; Risner & Anderson, 2012). However, there is a gap in the literature 
concerning how to best facilitate an AIR program that will ensure consistent 
rich learning experiences for all participants. 
It is proposed that an AIR model of practice will provide a detailed 
conceptual and practice framework for best practice in the design and 
delivery of quality AIR projects, integrating comprehensive administrative, 
planning and development protocols, delivery processes, and mentoring and 
professional development activities.  
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Chapter 2: Literature Review 
 I have undertaken a literature and contextual review as part of this 
practice-based project to position my investigations in the existing field of 
knowledge concerning AIR projects and models of practice. This review is 
focussed on five areas integral to the creation and delivery of a dance based 
AIR project:  
1. AIR programs; 
2. Dance creativity; 
3. Dance creative processes;  
4. Communication between participants during the creation of 
 dance work; and  
5. AIR Models of Practice: informing, guiding and connecting  
Consideration of the classroom arts teacher and the teaching artist is 
paramount to this discussion and underpins the examination of each of the 
five foci.   
2.1 AIR PROGRAMS  
The nomenclature for arts projects operating within education and 
community contexts is as diverse as the arts projects themselves. Program 
titles differ according to art form, funding, delivering organisations, program 
aim and objectives, and participants. This is observable at a local, national 
and international level. For the purpose of this research, the term Artist in 
Residence (AIR) is used to refer to projects in which artists work 
collaboratively with teachers and students, in school settings. At a local level, 
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Arts Queensland co-funds the AIR program with the Australia Council for the 
Arts. Nationally, a similarly titled program exists in Tasmania and Western 
Australia. Victoria, ACT and NSW Governments support Artist-in-School 
programs and the Northern Territory has supported both AIR programs and 
Artists-in-schools concurrently.  
2.1.1 AIR program background  
The AIR program is not a new phenomenon. These schemes have had 
an indelible effect on the international art world and can be traced back to the 
late 19th Century where their existence can be attributed, in the main, to the 
generosity of art-loving benefactors. In these early programs the artist was ‘in 
residence’ in their benefactor’s home, an agreement that consisted of the 
provision of an appropriate space for an artist to create, accommodation and 
sustenance. Although programs in this vein still exist, modern AIR programs 
provide diverse support ranging from access to space, purpose built art 
studios, mentors, participants, equipment and administrative support. This 
support is supplied within a variety of contexts ranging from long stay, short 
stay or day programs in venues such as art precincts, school and after school 
programs, business premises, museums, hospitals, prisons, and community 
centres.  
AIR programs are as diverse as they are specific to the needs, culture 
and requisites of their administering body. This program malleability is seen 
as much a strength as it is a failing. Some attribute the lack of rigid structure, 
formality or conventions as promoting true collaboration, meaning making 
and relevance (Meban, 1999). Others attribute a lack of clarity around roles 
and expectations for both school and the artist as problematic and promoting 
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a hit and miss or trial by error approach (Burton, 1996). These arguments 
suggest that in developing AIR programs project expectations, protocols and 
purpose should be made explicit prior to the project beginning (Meban, 
1999), without locking down the creatives and creative process. Allowance 
should be made within program design to ensure responsiveness and 
spontaneity.  
2.1.2 AIR programs in Australia 
In recent times, Australian artists and local communities have benefited 
from improved access to AIR programs as a result of an increase in 
collaborative agreements between local, state and federal art institutions and 
government agencies. This increased support has been instigated by a 
plethora of research verifying the value of arts experience to childrens’ 
wellbeing and personal development (Eisner, 1994; Eisner, 2002; Striker, 
2001; Thompson, 1995); intrinsic motivation to learn (Csikszentmihalyi, 
1997); empathy and tolerance (Csikszentmihalyi, 1997; Greene, 1995); 
academic achievement in other subject areas (Morrison, 1994; Catterall, 
1998); and cognitive development (Efland, 2002; Eisner, 2002; Gallas, 2003; 
Hetland, Winner, Veenema, & Sheridan, 2007).  
 Collaborative approaches to project design speak to a core principle of 
the Australia Council for the Arts AIR program, as established in 2008 
(Hunter, William, Nailon, 2014), which calls for artists and classroom 
educators to work in collaborative partnerships to broaden artists’ 
experiences and support teacher professional development (Australia 
Council, 2010). Working in this way across a broad range of educational and 
community settings utilises the combined skills of both the classroom 
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teachers and the artist and teaching artists, with both acting as mentor, 
facilitator and leader from within their prospective areas of expertise.   
 The Australia Council for the Arts inclusive view of art making values the 
collaborative creative process alongside high-quality creative product. The 
program mandates collaborative practice between artists and classroom 
teachers and participants. Generating creative learning (Hunter et al., 2014) 
opportunities through both teaching creatively and teaching for creativity 
(Sefton-Green, Thomson, Jones & Bresler, 2011 as cited in Hunter et al., 
2014) ensures in-depth engagement and prioritises the creative process 
(Pennsylvania Council on the Arts, 2008).  
2.1.3 AIR programs: benefiting school participants 
 The Australia Council for the Arts AIR program privileges projects that will 
develop students’ meta-capabilities as well as authentic disciplinary 
expertise; support the Australian Curriculum priorities; and build evidence for 
the value of participation in arts practice which supports core learning 
capabilities alongside discipline specific learning (Arts Queensland, 2013). 
Embedded within these priorities are the following pedagogical and aesthetic 
requirements: artistic integrity; student centred learning; teacher professional 
learning and, new and sustainable creativity in teaching arts practice (Arts 
Queensland, 2013). In this teaching and learning environment, the student 
participants have creative agency. They are responsible for making and 
implementing creative decisions (Pennsylvania Council on the Arts, 2008). 
The artist in residence stimulates and guides participation, exemplifying the 
role of the artist and the arts more broadly, within society (Pennsylvania 
Council on the Arts, 2008). 
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This view of creativity is inclusive and collaborative and involves 
participants sharing knowledge, information and ideas. It aligns with the 
broad AIR program objectives, which celebrate artist-teacher partnerships 
alongside student-centred learning experiences (Silverstein, 2009). Candy 
and Edmonds (2002, p.140) endorse knowledge sharing as crucial to 
creative collaboration and learning explaining that “...having direct contact 
with a new way of thinking stimulates the generation of options.” AIR 
programs are founded on collaboration. Projects must draw on the skills of 
participants and local community increasing the capacity of educators and 
artists to work collaboratively and providing rich professional and skills 
development for educators and artists, alongside students and community 
members (Arts Queensland, 2013).  
 As identified earlier, arts experiences have positive outcomes for 
participants in schools. However, the differing approaches to the design and 
delivery of AIR experiences have varying degrees of success, with success 
being measured across a multitude of platforms: artist experiences, teacher 
experiences, school experiences, student experiences, participants 
experiences, creative and educative outcomes (Lopate, 1978; Burton, 1996; 
Meban, 1999; Eckhoff, 2011; Kind et al., 2007; Risner & Anderson, 2012). 
This inconsistency in results lends weight to the argument for a model of 
practice for AIR projects. Importantly, a model of this kind would not just 
describe the ‘what ‘and ‘when’ of AIR projects but the ‘how’ ensuring a rich 
creative experience for all.  
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2.2 DANCE CREATIVITY 
So what of this creative power traditionally attributed to an extraordinary 
few, utilized in the dance studio and celebrated in the theatre? There are 
varied definitions, theories and applications of creativity within research: the 
creative entity, process or product; the illusive or mystical trait of a gifted few 
(Gardner, 2006); a birth right of all, a form of intelligence (Gardner, 1993); or 
a sort-after skill to be nurtured and developed (Penty, 1998). Batey and 
Furnham (2006) arrange these and similar definitions into themes: the 
creative process, product, environment and person. These themes have 
application to the development of AIR projects allowing alignment with the 
Queensland Curriculum Dance Essential Learnings: Knowledge and 
understanding, creating, responding and reflecting (Queensland Curriculum 
and Assessment Authority, 2015).    
In order to highlight the value of creativity as a learning proposition, and 
the arts as a medium for this (De Backer, Lombaerts, De Mette, Buffel, & 
Elias, 2012), AIR projects must be developed with clear and relevant 
connections to curriculum, detailed knowledge of the school’s particular 
teaching and learning needs and a thorough understanding of the host 
school’s creative culture. They should also privilege creative process. 
Creativity has not always been so widely sought after, praised or 
rewarded (Gardner, 2006). Today, the artist no longer owns sole agency of 
creative act. Science and big business have taken up the reigns (Bohm, 
2004; Gardner, 2006), and this variation of user, author and consumer has 
shifted theories of creativity from the mystical to problem-solving, lateral 
thinking and improvisation (Gardner, 2006). This broader perspective of 
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creativity bodes well for engagement with AIR projects as it will nurture 
inclusivity, generating opportunities for artists and educators to emphasise 
the importance of the arts as a form of expression and an essential teaching 
and learning tool, alongside its value as a necessary attribute for employment 
in the 21st century.  
In existing writings on dance, the celebrated ‘creativity’ label is associated 
predominantly with the choreographer and is discussed in terms of product 
rather than process (Lussier-Ley & Durand-Bush, 2009; Hennessey, 2003). 
This confirms reports from other fields about the literature on this topic. Rubin 
states, “…we know more about creativity itself than how best to facilitate it” 
(as cited in Lussier-Ley & Durand-Bush, 2009, p.205). This creates a 
dilemma for educators in their attempt to reframe the position of dance 
across each of the three levels of the Australian Education system.  
In an attempt to provide rationales for the value of including dance within 
the crowded Australian Curriculum, dance educators and bureaucrats must 
resist the temptation to promote dance as merely a useful pedagogical tool. 
Its value as an aesthetic art form in its own right cannot be understated. This, 
along with common perceptions of the value of dance within the school 
environment as merely spectacle, creates a barrier to understanding the role 
of dance as a means of developing the expressive self.   
This is particularly relevant in an educative sense, as dance is not only a 
vehicle for learning but also a learning experience in its own right. Classroom 
dance teachers must embrace their artist selves and maintain and develop 
an ongoing relationship with their creative dancing selves, outside of the 
demands of meeting curriculum imperatives and fulfilling school marketing 
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and publicity expectations. Working in close proximity to teaching artists can 
influence the arts teachers, positively enhancing not only their pedagogy but 
also their self-image. 
The term “teaching artist” (Booth, 2003) was first used in the 1970’s and 
has continued to evolve into a description of a teaching profession centred on 
artistic practice. This growing international field of expertise, originated in 
North America, where teaching artists have been influencing arts education 
for over a century (Rabkin, Reynolds & Hedberg, 2011). The teaching artist 
inhabits his/her dual or “hybrid” (Rabkin et al., 2011, p.45) identity, drawing 
from both the arts and education, to enrich the creative learning experience 
for students. The opportunity for arts teachers and artists to collaborate as 
equals within the creative process provides highly relevant professional 
development, and promotes the “...teacher’s own artistic competence” 
(Ofsted, 2009, p.13) while supporting artists to “…develop their teacher 
selves alongside their artist selves…. developing multiple identities.” (Kind et 
al., 2007, p.857)  
A reliance on the mystery of inspiration or choreographic genius (Penty, 
1998) for the production of ‘great’ dance works does not acknowledge the 
complex and timely processes common in the creation of dance (Mace & 
Ward, 2002). The failure to attribute creative impulses and skills to dancers is 
reminiscent of a time when they were thought of only as instruments in the 
creative process not active participants and collaborators (Jowitt, 2001; 
H’Doubler, 1957).  Today’s dance classroom needs to be a collaborative 
space in which all dance students are valued participants in the act of 
creativity. In this space, the dance is often co-created and as such reliant on 
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contributions from multiple voices. This type of dance classroom stimulates 
critical thinking and problem solving through the exploration of creative 
practice, essential skills for success in the 21st century workforce (Kaufman, 
2013).  
Bohm’s acknowledgement of “originality” (2004, p.4) and “real perception” 
(2004, p.5), as important attributes for creativity, bode well for the recognition 
of the participant-contributor as a creative force within interdisciplinary 
partnerships. “Real perception” is the ability to experience and view, in real-
time, without influence from prior experience or knowledge (2004, p.5). 
These are necessary skills for facilitating new, innovative and creative dance 
works.  Press (2002) and Smears (2009) too, describe creativity as the act of 
transforming the known, experienced and understood, into something new.  
The process of co-creation acknowledges and reveals multiple interpretations 
and perceptions, repositioning and re-versioning knowledge, nurturing a 
culture of creativity. 
The choreographic works of Merce Cunningham, and Australians Sue 
Healey and Shaaron Boughen exemplify Bohm’s theory of creativity. These 
artists’ works demonstrate explicitly the use of “real perception” (Bohm, 2004, 
p.5). Cunningham spent his life extrapolating a few important choreographic 
themes by constantly manipulating viewpoints. Healey (2005) developed the 
Niche Series, a six-part collection of works. Each unique, stand-alone work 
benefiting from philosophical and conceptual underpinnings, established in 
the previous work. Boughen (personal communication, June 16, 2006) 
engages in the process of re-versioning, adapting and reframing aspects of 
an original dance work (source) in the creation of a new artistic work. This 
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view of and approach to creativity is of application for the classroom dance 
teacher who is required to produce large quantities of quality creative work at 
great speed, and frequency.  
Like Gardner (2006), H’Doubler (1957), Minton (2003) and Penty (1998) 
before them, Press (2002) and Smears (2009) liken creative engagement to 
problem solving. Ambiguity and problem solving are at the heart of 
interdisciplinary practice. AIR projects that reveal and value these conditions 
privilege participant learning through exposure to authentic industry practice. 
These experiences highlight creativity as an attitude to life not just as a 
distinct skill reserved for artists (Kaufman & Sternberg, 2007).   
In Five Minds for the Future, Gardner claims that the creator should aim 
to expand knowledge, challenge preconceptions, and influence and advance 
current practices and ideologies (Gardner, 2006). This supports Bohm’s 
suggestion that creativity is the ability to look at things anew, with fresh eyes. 
Unfortunately, this is not the philosophy popular amongst modern, western-
theatrical dance audiences, professional dancers, dance students and 
funding bodies. In this realm, creativity refers to only the unique, new and 
original. Dance creativity is not represented in this manner in other cultures 
(Jowitt, 2001).  
This view of creativity is often mirrored within the school dance arena 
where the intrinsic value of creative dance experiences is often 
underestimated and undervalued when compared to ‘high art’. The use of the 
performing arts primarily as a marketing tool rather than a vehicle of teaching 
and learning or a valued stand alone subject is evidence of the lack of 
understanding of the creative process (White, 2002) by school administration 
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and teaching staff.  Creativity must be viewed as an essential part of 
children’s learning experiences. The dance classroom should nurture 
creativity and stimulate creative thinking and behaviours whilst 
contextualizing the creative and performative experiences.  
2.3 DANCE CREATIVE PROCESSES 
A classroom of this nature celebrates collaboration and co-creative 
processes, approaches that are not always promoted within the dance 
profession where two conventional approaches (Carver, 1985; McKechnie, 
2005; Risner, 1992) are broadly practiced and experienced by most dance 
artists/choreographers: didactic and collaborative. Although every participant 
engaging in the act of choreographing informs the creative act through 
individual style, preference, interest and persona, these overriding creative 
processes dictate how the participant is represented in the work created. 
The traditional didactic style places the choreographer in the role of 
autocrat (Jowitt, 2001), at the centre of the act of creation: the creative 
linchpin. In this method, all knowledge, ideas, movement, and overall form 
are devised, directed and critiqued by the choreographer. Here, the 
choreographer is the creative genius and sole author (Eliot, 2007). The 
dancer is his muse, responsible for creatively replicating and demonstrating 
steps, remaining “silent, disciplined, self-sacrificing” (Jowitt 2001, p.4). 
Professional contemporary dancer Elise May (Personal communication, June 
20, 2011) explains that when working in this way her creative energy is 
channeled into translating the steps, story or image, into something of 
personal relevance. This differs from when she is engaged co-creatively. 
Here, her creative energy is invested in making movement and co-devising 
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ideas and as such the whole process is imbued with personal meaning and 
relevance. 
Aligned with the more traditional conservatoire approach to dance 
teaching, this didactic style of creating is commonplace in the Secondary 
School dance classroom.  Regardless of diminishing popularity and strong 
criticism, this approach offers some classroom dance teachers an efficient 
and reliable solution to managing the many demands of their job: tight school 
and policy deadlines, a crammed curriculum, a large variety of physical 
abilities, interests and experiences within their classes and competition and 
award demands. Problems arise when this is the only approach used within 
the dance classroom as it is creatively limiting for all participants.  
David Perkins (2010), esteemed co-director of Harvard Project Zero and 
exponent of the deep connections between teaching, thinking and learning, 
criticizes popular teaching practices that teach about and teach the elements. 
He promotes a holistic approach to dance teaching and learning criticising 
the traditional academic approach that atomizes learning into small elements. 
Although a relevant and common approach in dance for basic skill 
acquisition, this atomization of movement discombobulates rather than 
synthesizes the learning, promoting the mastering of individual skills over 
ability as Taatila (2010, p.55) describes to “…control the ligaments between 
them.” Of significance to this context is the identification of coordination and 
integration of individual skills, as components of entrepreneurial learning 
(Rae as cited in Taatila, 2010, p.55): coveted skills in the 21st century dance 
arena. 
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Instead, Perkins (2010) promotes a teaching practice that encourages 
‘learning by wholes’ as a requirement for cognitive, meaningful and social 
learning. This approach is supported by the report on the Teaching Artist 
Research Project – Teaching Artists and the Future Education (Rabkin et al., 
2011, p.41), which  
“…repudiated the coverage model of curriculum, where students go 
one inch deep in a thousand topics, and instead urged deeper 
exploration of a smaller number of subjects...”   
Eric Booth identifies the teaching artist as pivotal to encouraging deeper 
creative arts learning experiences in schools. Booth describes arts education 
as “…principally focused on the works or the “nouns of art,” at the expense of 
the processes, or the ”verbs of art” and claims that teaching artists are the 
key to “...restoring a healthier balance between the nouns and verbs” (2003, 
p.36). 
A shift toward a more collaborative approach to dance making has seen a 
rise in popularity of co-creative choreographic methods (McKechnie, 2005). 
This approach to choreography distributes creative authority amongst the 
participants. Shirley McKechnie likens this creative collective to a “complex 
dynamic system” (2005, p.87-88) that evolves throughout the duration of the 
creative process (McKechnie, 2005). In this collaborative mode the 
choreographer and dancer wear many hats, “conceiver, creative thinker, 
teacher, learner” (McKechnie, 2005, p.93; Stevens & McKechnie, 2005, 
p.250). Both contributors are invested creatively and compositionally. 
However, the question of agency is fundamental to choreographic co-
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creation. Dancers working in this manner risk rejection, misrepresentation or 
at worst, a complete lack of acknowledgement (Jowitt, 2001).  
Partnership and collaboration are central to the work of teaching artists. 
The teaching artist’s brief is to respond to the needs of multiple stakeholders: 
students, teachers, educational imperatives, communities, and education 
institutions and arts organisations. These complex and competing demands 
require the teaching artist to differentiate themselves from their artist and arts 
teacher colleagues, by modifying  
“…the more hierarchical pedagogy of the conservatoires, rooted in 
European classical tradition, to find an approach based on the 
principles that the arts are for everyone and essential to the fabric 
of a democratic society.” (Rabkin et al., 2011, p.18)  
This creative experience stimulates more than just artistic product. The 
individual is central and the creative process is fundamental to this 
experience. Multiple entry points facilitate a variety of pathways for student 
participation and engagement builds on what is known and understood. This 
constructivist approach (Taber, 2011) to teaching reflects the initial stages of 
artistic processes and ensures participants a sense of agency, resulting in 
meaningful learning. 
In this co-creative process, problem solving is a well-utilised tool. As a 
dancer, my practice has almost exclusively been informed by my passion for 
solving movement problems in the creation of dance works. Consequently, I 
have been drawn to work with choreographers who have layered 
collaborative and interdisciplinary practices: artists wanting more from their 
dancers than the ability to replicate steps.  
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The co-creative process is immersive, facilitating artistic investment by all 
participants, enriching engagement with subject matter and enhancing 
performance. Cunningham (2004) and Jones (2004) advocate the value of 
artistic collaboration for illuminating new creative possibilities, options and 
innovations. Gordon (2004) supports this acknowledging that involving his 
ensemble in the creative process allows him to capitalise on their ideas and 
physical strengths. May (personal communication, June 20, 2011) describes 
her ideal creative process as a conversation; a symmetrical interaction 
(verbal and nonverbal) between choreographer and dancer that cultivates 
true collaboration, shared ownership and authentic creativity. This opinion is 
reinforced by McLean (personal communication, June 20, 2011) who in 
reference to collaborating with Expression Dance Company (EDC) Artistic 
Director Natalie Weir, describes a reciprocal and empowering process of 
cooperation and consultation.  
A well-mediated co-creative dance classroom is a social enterprise, the 
elements of which have been replicated in business as a marketing and 
innovative management paradigm. The Co-creation paradigm is a process, 
which encourages all stakeholders’ involvement in product determination, 
branding, placement, or processes (Ramaswamy & Gouillart, 2010). This 
approach centralizes the human experience, instills agency and creates a 
personal connection to the product, all of which improves participant 
engagement and satisfaction. Within the dance classroom, co-creation 
encourages dialogue, understanding and empathy for others (Mantas & 
Rezze, 2011). It instills creative agency, amplifying the creative value of 
collaboration and develops a community of practice, within the classroom. 
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This co-creative process demands high-level verbal and non-verbal 
communication, negotiation and analytical skills from all involved (Crampton, 
2005). These complex and undervalued skills are integral to the success of 
the choreographic process within a creative ensemble (Crampton, 2005). 
2.4 COMMUNICATION BETWEEN PARTICIPANTS DURING THE 
CREATION OF DANCE WORK  
The status of contemporary dance as a form of non-verbal communication 
is well established in existing literature (Ruth St Denis, 1979; Hawkins, 1965; 
Woodman, 2001; McKayle, 1965; Stevens & McKechnie, 2005; Stevens, 
2005; Fraleigh, 1987; Graham, 1979; H’Doubler, 1957; DeLahunta, Barnard 
& McGregor 2009). Although the role of communication within the creative 
act has been acknowledged, there is limited literature concerning the topic.  
Henley’s claim that “Communication is integral, carried on at many levels 
and in many channels simultaneously” (1977, p.23), is an observable fact 
within the dance studio. During my professional career, I have noticed that 
creative linguistics; syntax and communication styles and devices are 
peculiar to individual dance ensembles and ever present in the dance studio.  
Penty (1998) charges the choreographer with the responsibility for open 
communication. She alludes to its creative and personal value to the 
individual dancer beyond its value to the immediate creative process. Alston 
(2001) and Staines (2001) concur, claiming that the choreographer should 
cultivate a creative environment that is safe and empowering for all.  May 
(Personal communication, June 20, 2011) claims that creativity flourishes in 
this atmosphere. She describes experiencing a sense of total immersion and 
intense focus: a sense of flow, not dissimilar to Mihaly Csikszentmihalyi’s 
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concept of flow, as that of total engagement in a “deep intrinsically motivated 
experience” (2001, p.8). 
May (personal communication, June 20, 2011) describes the verbal 
communication between dancers engaged in a creative process as a type of 
‘clipped’ language.  This in-house language is unique to each creative 
ensemble and often re-interpreted by specific partnerships within an 
ensemble. Short phrases, single words, monosyllabic exchanges, sighs or 
breath work: the relevance is not connected to configuration or type of 
language but to a shared understanding of meaning (May, personal 
communication, June 20, 2011; McLean, personal communication, June 20, 
2011). 
May (personal communication, June 20, 2011) elaborates, describing the 
verbal exchange between dancers as crucial to the physical translation of a 
choreographer’s instructions, metaphor, image, suggestion or direction. 
Choreographer and performer, Meredith Monk (2004) describes this 
development of shorthand communication as a natural by-product of 
established creative partnerships often encompassing pertinent group 
understandings, philosophy, knowledge and mechanics.  
This phenomenon is witnessed in the dance classroom and if not 
approached with due care and sensitivity can undermine the value of dance 
within schools. Dance students and dance teachers create their own verbal 
shorthand for certain steps and lifts, specific genres and behaviours. 
Knowledge and understanding of this particular language implies 
membership to the school dance community, and while this shared 
understanding contributes to a strong sense of community and group ethos 
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for those in the know, the approach can render the arts within the school 
context, exclusive, inaccessible and elitist.  
As a relative ‘outsider’, the teaching artist operates in a liminal zone free 
from the expectations or constraints of the artist and that of the classroom art 
teacher. The resulting freedom allows teaching artists to side step the 
bureaucracy and weight of expectation, bending rules and introducing 
innovation and change as a matter of course (Rabkin et al., 2011). 
Communication for the teaching artist involves both explicit description and 
exemplification, and an unfolding of the implicit through engagement with 
artistic processes.   
The teaching artist communicates the intricacies of the art form through 
modeling and collaborative dialogue. The process unfolds in accordance with 
the teaching artists’ artistic disposition and reveals the complex mental 
processes integral to art making,  
”...vision and planning; imagination; discipline; attention to detail; 
seeing the whole; pattern making, finding and breaking; reflection, 
revision and assessment; persistence; judgment; spontaneity  and 
play among them.” (Rabkin et al., 2011, p.10).  
Revealing this depth and rigour from within the creative practice, as opposed 
to teaching practice, can disturb the status quo within the dance classroom. 
Prioritising the creative process, as is the artist’s way, shifts the value 
proposition within the dance classroom and broader school community.  
Within the dance studio, communication styles and types are many and 
varied. Stevens et al. (2003) name video, words, sounds, images, text, props, 
video and reflection as tools that facilitate communication and creativity 
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within the dance studio. Experience indicates that a far subtler layer of 
information is being communicated, interpreted and utilized creatively 
through non-verbal gestures, mannerisms and facial expressions 
(McKechnie, 2005). 
Within the dance studio, the predominant form of communication is non-
verbal (Roche and Huddy, 2015).  From the very moment a dancer arrives for 
morning class they are being scrutinized. The turn of a chin, shift in eye-line, 
pace and quality of movement or position within the dance studio interpreted 
as signs of one’s at-the-minute emotional and physical status. These 
“micropolitical gestures” (Henley 1977, p.3) facilitate our daily social order 
and interactions.  
Non-verbal communication permeates the creative exchange between 
dancers, and between dancers and choreographers and dance students and 
dance teachers. Trisha Brown fondly reminisces in Speaking of Dance 
(2004), about the non-verbal communication: sound and sensing, employed 
by her ensemble during performance. Messages sent and received 
transcend language and shift into the physical and sensory realms.  This 
sophisticated interplay relies on collective and shared understandings 
between performers and choreographers and is experienced as signs, codes, 
breath, touch, spatial awareness and heightened sensory perception.  
2.5 AIR MODELS OF PRACTICE: INFORMING, GUIDING AND 
 CONNECTING  
This chapter has outlined some of the considerations and specificities 
unique to dance AIR projects. Of significance to this research, are 
considerations of how each of these discrete topics integrate and synthesise 
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in the design and implementation of dance AIR projects that inspire rich 
creative experience for all participants.  
 AIR projects link creatives from the broader community with education 
providers. In doing so, they often bring people together who are previously 
unknown to each other. This results in the development of new networks and 
collaborative partnerships. Communication processes, practices and skills 
inform and reflect the complex interplay that occurs between these 
participants. Consideration of contribution, collaborative exchange, 
participation and outcomes for individuals and groups derived from their 
relationships within creative partnerships is of application to AIR projects. 
The interaction of individuals, particularly those previously not known to each 
other, raises questions about engagement, interaction, behaviour, attitude, 
and agency and is highly relevant to the design and delivery of AIR projects.  
 Network theory is a useful lens to investigate the structures and 
relationships within, as well as between the entities involved in AIR project, 
and to understand innovation (Obstfeld, 2005) and creativity (Burt, 2004) 
within projects of this type. The AIR project broker must position themselves 
as impartial and independent facilitators. Obstfeld describes this position as 
“tertius iungens or (“third who joins”)” (2005, p.100). This strategy prioritises 
not just the creation of new relationships between disparate and 
unacquainted individuals within one’s social network, but the development 
and growth of these and existing relationships. This relational approach 
fosters collective action, which is a necessary ingredient in innovation 
(Obstfeld, 2005) and collaboration.  
 Creativity is rarely achieved in the void of isolation but rather affected by 
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the merging of diverse ideas and opinions or the application of one 
discipline’s specific practices, thinking or processes to another discipline 
(Uzzi & Spiro, 2005). This bodes well for the “tertius iungens” (Obstfeld, 
2005, p.100) approach to brokerage within AIR projects as these projects 
commonly have a dual development and sustainability focus: to engage 
participants in the negotiated creative act, and to encourage and support 
continued engagement in interdisciplinary creative projects. These 
collaborative acts, regardless of the work required to initiate, resource and 
maintain (Milbrandt, 2006), are key to the multi- and interdisciplinary 
practices particular to dance making.  
 When working in education settings, collaborative methodologies and 
frameworks ensure relevance, meaning, agency and support for all 
participants. Additionally, these approaches lend themselves to supporting 
sustainability as they reveal, by their very nature, the processes involved in 
planning, preparing, and implementing AIR projects. Uzzi and Spiro (2005, 
p.461) cite Becker (1982) when describing the artistic collaboration as a 
process wherein participants “…can observe firsthand the production process 
and not just the final product.”  
So how does an artist, teaching artist, classroom teacher or community 
member facilitate a collaborative development and implementation process 
for an AIR project that encourages communication, reciprocity, listening, 
creativity and authentic aesthetic practice? AIR projects require in-depth 
organisation, collaboration and personal investment by all parties (Meban, 
1999). There is a lot of information available to potential schools, and artists 
looking to host or lead an AIR program. Generally, this information outlines 
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the requirements for funding: directives that must be followed or met and by 
implication, the kinds of creative projects that should be developed. However, 
the guidelines offering an often complex list of do’s and don’ts, often fail to 
assist applicants with how to deliver or implement projects. Literature 
pertaining to ideas about how best to design, deliver and implement AIR 
programs commonly provides highly relevant lists of instructions of what is 
important (Arts Council England, 2004; Silverstein, 2009) or an order in which 
activities should occur (Gattenhof, 2012) but not how to initiate or achieve 
these important elements. For example Silverstein (2009, p. 14-15) has 
created checklists for all residency stakeholders. For residency artists she 
recommends the following in sequential order: do a reality check - clarify 
expectations; conduct residency planning session with teachers; get to know 
the school – attend to logistics; communication and coordination; invite 
feedback on an ongoing basis; document the residency; respect established 
school procedures; and, participate in residency evaluation. 
In the absence of AIR models that reflect both best practice in Dance 
teaching and creating and facilitation of these practices, I investigated 
alternative models for adaptation to a creative arts context. There is no 
shortage of frameworks and protocols for developing, implementing, leading, 
evaluating, and managing people, projects or businesses.  This variety is 
necessary and reflects specificity and diversity in user needs: business, 
education, Health Care, IT, governance, collaboration and leadership, to 
name a few. Of these many and varied models of practice, I chose to explore 
three different themes: project development, project management and 
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collaboration, as I felt that these held the most potential for transferable 
learnings to AIR projects.  
Project development models differ according to individual project aims 
and goals. My rationale for including them in this review linked directly to the 
proposition that these models would provide insight into the processes 
necessary to initiate and activate a project. Many project development 
models involve top-down leadership and decision-making (Hopkins, Burns & 
Eden, 2013), a linear progression of specific steps or multiple pilot trials 
(Muench 1994). These design features are not suitable for AIR projects 
because they restrict stakeholders’ engagement and promote reflection -
about rather then -in action. Additionally, AIR projects operate on very limited 
budgets within very strict timeframes, neither of which allow for whole of 
project re-trials.  
Budgets and timeframes are important elements of an AIR project that 
must be respectfully managed across the entirety of a project. Many project 
management models describe the management or project plan as if it were a 
product rather than a dynamic process involving people as well as 
methodologies and steps. For example, in the well-known Waterfall Model 
(Bell & Thayer, 1976) commonly used in the manufacturing and software 
development industries, one phase of the model cannot begin until the 
previous phase is completed. This approach is ill fitting within the creative 
arts where creative ideas and production do not necessarily occur in a linear 
progression. Another model, Pinto and Slevin’s (2008) Project 
Implementation Profile, discusses implementation methods in detail, however 
they are too non-discipline specific and provide little assistance for an arts 
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worker with the need to design a successful AIR project. There are also 
many project plan templates available online but again, they lack the 
contextual relevance that a specific AIR Model could offer if one were 
available. 
My investigations of these two topics assisted in clarifying some of the 
requirements of an AIR model and led me to think that models of 
collaboration may be the best fit for AIR projects. NACCHO and CDC’s 
(2002) MAPP Model (Mobilising for Action through Planning and 
Partnership), outlines a highly relevant list of steps for developing a 
collaboration that would be helpful to an artist wanting to develop an AIR 
project. However, the model doesn’t provide the detail an artist needs to 
action these steps.  This approach was common with many models providing 
great procedural information but limited performance information. Pearl 
Sithole’s Model of Practice for Collaborations, A model to facilitate 
collaboration between institutions of higher education and psychiatric health 
care services to promote psychiatric clinical nursing education (2008), 
differed because it provided clear information regarding both the ‘what’ and 
the ‘how’ of collaboration.  
Sithole’s (2008) model provides both a very clear structure and highly 
relevant and useful information regarding how best to implement this 
structure in the formulation of a positive and effective collaboration. 
Collaboration in Sithole’s context is between education providers with the 
model designed to promote collaboration between psychiatric clinical nursing 
education organisations that empowers student nurses (Sithole, 2008, 
p.216). Collaboration underpins AIR projects.  It is for this reason that 
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Sithole’s model (Figure 1, p. 36) provides a wonderful point of departure for 
the development of an AIR model of practice.  
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Figure 1: Sithole’s (2008) model  
   
 
(Sithole, 2008, p.184) 
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2.5.1 Sithole’s (2008) model of practice: schematic  
Sithole’s model schematic is rectangular in shape with four distinct 
sections. The sections, Section One Agent/Recipient, Section Two Dynamic, 
Section Three Process, and Section Four Outcome are situated within a 
delineated border. These sections sit within a border. This border around the 
four sections of the model illustrates the contextual environment in which the 
particular collaboration occurs: in Sithole’s example a collaboration between 
a university nurse training department and a Psychiatric health care service. 
This border clearer demarcates the legal and professional frameworks within 
which collaboration takes place. Furthermore it acknowledges that purposeful 
adherence to all relevant governing bodies, legislation, specialist authorities, 
standards and frameworks is a basic legal requirement of collaborations.  
Section One: Agent/Recipient 
Section One of Sithole’s model contains interlinking circles at the bottom 
of the diagram illustrating the interaction between the agents and the 
recipients (Agent/Recipient) in the collaboration. The characteristics and 
organizational attributes of the Agents/Recipients need to be discussed and 
analysed at the outset of the process as these form the foundation of the 
collaboration. Sithole’s model links successful collaborations to participant 
personality and behavioural characteristics. In recognizing the importance of 
this element, Sithole (2008, p.110-113) identifies the pre-conditions for 
meaningful and productive collaborations as being,  
“..self-awareness and self-regulation, emotional intelligence and 
social skills, trust and respect, interpersonal communication, 
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willingness and motivation to work together, open-mindedness, 
critical thinking and creativity.”  
The overlapping area of the two circles represents those attributes and 
characteristics deemed necessary in both the Agent/Recipient, for the 
development of a successful collaboration.  
Section Two: Dynamic 
Section Two of Sithole’s model, Dynamic, identifies the dynamic 
interpersonal and communicative processes that influence the facilitation and 
implementation of a collaboration. These include, “interactive facilitation, 
effective communication and collaborative dialogue” (Sithole 2008, p. 11). 
These three active and participatory processes speak to the deep integration 
of AIR participant experiences and engagement.  
Interactive facilitation enables collaboration through a process that 
supports the development of shared meaning, mutual understanding and 
consensus regarding the collaborative content, framework, processes and 
outcome.  
Effective communication relies on shared language and meaning and is 
pertinent to collaboration as it ensures clarity, understanding, interpretation 
and representation: necessary ingredients for transparency, the development 
of trust, sharing information, expectation management and outcomes.  
Collaborative dialogue involves meaning making between participants of 
collaboration through inquiry, reflection, careful listening and the suspension 
of assumptions or judgment.  
These processes are foregrounded in this model to stress their 
importance within a collaborative process. Once consensus has been 
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reached regarding the ‘how’ of the collaboration: what constitutes interactive 
facilitation, effective communication and collaborative dialogue, then the 
‘what’ of the collaboration can begin. This is initiated within Section Two by 
the implementation of a Phase One Situation analysis (Sithole 2008, p. 43), 
which is the first phase of collaboration. Sithole promotes the use of this 
Phase One Situation analysis within this Section Two of the model, to 
determine project need and suitability. Conducting a Situation analysis at the 
outset of collaboration will determine the worthiness and feasibility of the 
proposed collaboration. 
Section Three: Process 
Section Three, Process, depicts the final three phases of collaboration. 
These phases describe the ‘what’ of the collaborative process. They include, 
Phase Two Develop a collaborative strategy; Phase Three Implement a 
collaborative strategy, and Phase Four Evaluate the collaboration (Sithole 
2008). These phases make transparent the goals and objectives of the 
collaboration, the intended processes for achieving these goals and 
objectives and the processes for evaluating the collaboration.  
Sithole advocates that collaborative teams must include people with 
leadership and management skills. She identifies shared leadership and 
associated roles, and teamwork as key to the Section Three of the model 
with particular importance placed on these activities within Phase Three 
Implementation of the collaboration strategy. It is important to note that in 
Sithole’s model the Phase Four, Evaluation of collaboration, looks to evaluate 
the collaboration not necessarily the outcomes of the collaboration. This 
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evaluation aims to provide feedback regarding the collective effort within the 
collaboration.  
Although Section Three of the model suggests a clear progression it is not 
necessarily a linear progression. If the collaboration isn’t progressing as 
expected, Sithole promotes a return to a previous phase in order to re-
evaluate or re-set the strategy or its implementation.  
Section Four: Outcomes 
The final section of the model, Outcomes, illustrates the collaborative 
purpose of the project as described by the collaborating agents in Section 
One Agent/Recipient and Section Two, Phase One Situation analysis. In this 
instance the outcome described by the higher education institutions and 
psychiatric health care services is “…empowerment of student nurses…”, 
experienced as “…critical thinking skills, rational decision making and 
problem solving” (Sithole 2008, p. 74). 
This exploration of Sithole’s model made clear the need for and benefits 
of an effective AIR model. However, the breadth of activity and participant 
needs in AIR models is clearly broader than that of the immediate situation of 
clinical nursing that Sithole’s model addresses, so in order to understand the 
distinct needs of AIR projects, I have chosen to examine aspects of her 
model through two case studies based in my own professional practice. My 
intention is to produce a workable model for what is specifically directed to 
AIR project implementation. 
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Chapter 3: Framing the Research  
 This chapter will frame the research problem and process within a 
practice-based context identifying the methodology and strategies utilized in 
the enactment of this research. Section 3.1 will describe the research 
problem and question; section 3.2 will discuss the interpretive paradigm; and, 
section 3.3 will detail the research design.   
3.1 RESEARCH PROBLEM  
 Financial and political pressures are such that Arts funding organisations 
are relying on schools, teachers, artists and communities to facilitate and 
nurture rich collaborations that support and in-part, resource artist 
residencies programs (Silverstein, 2009). Problems arise when collaborating 
parties have limited or no experience designing, implementing and analysing 
AIR programs. Chapters One and Two confirm issues around the need for an 
AIR model of practice for dance artists working in residence in Secondary 
schools. This research seeks to propose a model for the design and delivery 
of high quality dance AIR projects that provide rich creative experiences for 
Secondary school students.  
3.1.1 Research question 
In consideration of this problem, this research is predicated on the 
following question -  
1. How can the experience of an AIR project contribute to the 
 development of an effective and efficient AIR model of practice 
 for application in a Secondary school context?  
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Of significance, when answering this question, is consideration of issues 
of participant characteristics and general needs; participant perception of 
professional identity; participant perception of their’s and other’s role within 
the project; participant understanding and experience of AIR projects; 
aesthetic and curriculum drivers for the project; an the legislative guidelines 
and frameworks that need to be adhered to.  
3.2 INTERPRETIVE PARADIGM  
As a white, female dancer, with an undergraduate degree in western 
theatrical contemporary dance genres, a post graduate diploma in dance 
teaching and a twenty three-year dance-performance and dance-teaching 
practice, this research represents the confluence of my two professional 
roles; dance artist and dance teacher, and my self-identification as a teaching 
artist.  
Collaboration and mentoring were crucial to my early professional 
development where I was often thrown into teaching roles as a company 
dancer or accepted employment as an emerging independent artist with little 
to no experience or formal teaching qualifications. This learning was 
immersive and broad, incorporating creative activities, lesson plans, 
curriculum knowledge, behavioural management tools and teaching theory. It 
was here, in these early fear driven, anxiety ridden, yet ultimately uplifting 
and inspiring experiences that I began to understand the difference between 
teaching for creativity and teaching creatively, and where I witnessed the 
inspirational work of teaching artists. 
These rich experience have informed my practice and research. In 
shaping this research, I implemented a constructivist-interpretative paradigm 
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(Denzin & Lincoln, 1994), choosing a bifocal viewpoint to investigate the 
efficacy of my AIR model as a vehicle for rich multifaceted arts learning 
opportunities for all participants; and to hear the participants’ unique voices 
and experiences within the project.  
The constructivist-interpretative paradigm supported both my position 
within the research and my desire to evaluate and analyse my 
understandings and experiences in relation to the research processes, 
findings and analyses (Denzin & Lincoln, 1994).  As principal researcher, I 
led the design, development and delivery of all project activities. Being 
centrally placed within the research ensured observation of both “in direct 
(co-presence)” and “indirect (asynchronous)” outcomes (Haseman, 2006, 
p.4). From this unique position, I embodied many roles: facilitator, mentor, 
activist, collaborator, broker, mediator, producer and enquirer (Lacy, 1995; 
Pringle, 2002; Sullivan, 2005; Selkrig, 2001), and brought together a diverse 
team of creatives for the two case studies.  
 The constructivist approach to teaching and learning celebrates “…the 
diversity of experience, knowing and difference” (Roche et. al, 2015) 
amongst the participants acknowledging that  
“…learning is a process of individual construction of personal 
knowledge, rather than an assumption that the teacher’s 
knowledge of a subject can somehow be transferred or copied into 
the minds of the students in a class.” (Taber, 2011, p.118) 
Valuing the learning journey as a non-linear process recognises that 
“knowledge is […] constructed by the individual, such that the individual 
creates meaning of the world, rather than discovers meaning from the world” 
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(Gale & Steffe, 1995, p.xii). This approach reinforced the collaborative nature 
of this research project; acknowledging and valuing the diversity of 
participant experience, knowledge and uniqueness; and, creating 
opportunities for the formation of new, shared knowledge and experiences 
(Boal, 1979). As a practitioner-researcher, my experiences, attitudes, 
observations and interpretations of events (Denzin & Lincoln, 2005) formed 
the basis for the construction of new knowledge.  
3.3 RESEARCH DESIGN 
The research design is the map from which the research takes its shape 
and orientates to ensure alignment between all of the research elements: 
methodology, questions, methods, data collection and analysis. Avan and 
White (2001, para. 2) equate research design to “…a process of transition 
which transforms knowledge from theory to practicality.” In this instance the 
design, progressing from macro to micro details, is aimed at translating the 
creative experiences of Case Study 1 and Case Study 2 into an easily 
replicated model of practice for AIR projects.  
3.3.1 Conceptual Framework 
This research will propose, through a review of relevant literature and an 
analysis of two case studies, that there is a need for a contemporary model 
of practice for dance AIR programs. This study will test, in the absence of a 
specific AIR model, the efficacy of the application of a model for collaboration 
to AIR projects. It will initiate the development of two AIR projects through 
which to test and evaluate this model with a view to using this knowledge and 
these experiences to create a new dedicated AIR model of practice.  
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 The model in question, Pearl Sithole’s (2008) Model of Practice for 
Collaborations, A model to facilitate collaboration between institutions of 
higher education and psychiatric health care services to promote psychiatric 
clinical nursing education will be divided into two sections for employment 
within the design and implementation of the case studies. Although similar in 
theoretical and philosophical underpinnings, the case studies are different in 
size and as such only the first half of Sithole’s model will be utilized in Case 
Study 1. The entire Sithole model will be applied to Case Study 2.   
3.3.2 Research Strategies 
 The claim is made that it is only from within the murky depths of practice 
that the practitioner can reveal the insights and nuances specific to their art 
form, and research as it unfolds. Mafe and Brown (2006, p.2) assert that 
privileging practice as a research methodology results in “consciousness 
raising”, revealing and making accessible the specifics and peculiarities of 
the artist-researchers practice for the community, in the creation of new 
knowledge. 
As a professional artist, my research evolved from and through my 
practice (Barrett and Bolt, 2007; Hamilton and Jaaniste, 2009). 
Practice-based research 
 There is still some discrepancy between authors and organisations 
regarding the nomenclature for research involving practice. ‘Practice-led’, 
‘practice-based’ and ‘practice as’ research are terms often used 
interchangeably.  Situated within creative practice, this research is concerned 
with the operational practices utilised in the creation and delivery of AIR 
projects. It seeks to reveal new understandings about the facilitation of dance 
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work through both the practice and process of creating two dance AIR 
projects, and the rigorous analysis and reflection of these processes, 
practices and outcomes.  
 Although this research is situated within my professional creative practice, 
the creative artefacts of this research are not examinable entities of the 
research; instead, the creative development of the artefacts provided the field 
of practice for this research. This aligns with Linda Candy’s (2006, p.3) 
description of practice-led research as “…concerned with the nature of 
practice and leads to new knowledge about practice, or to advance 
knowledge within practice. Such research includes practice as an integral 
part of its method …”. Alternatively, it reflects Phillips et al.’s (2009, para. 4) 
definition of practice-based research which  
“…positions practice at the centre of the research and its findings 
provide insights about the practice. The practice itself might not be 
part of the examinable component although the practice and its 
creative processes may constitute a major part of the 
methodology.” 
 It is the author’s view that Biggs (2004, p. 2) description of practice-based 
research as prioritizing “… some property of experience arising through 
practice, over cognitive content arising from reflection on practice”, is a 
relevant lens through which to consider this research. This claim is 
strengthened by Haseman’s (2006, p.3) description of practice-based 
research strategies as those describing “…research enterprises … 
concerned with the improvement of practice, and new epistemologies of 
practice distilled from the insider’s understanding of action in context” 
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promote this view of practice-based research.  Practice-based research is an 
established strategy for artists and designers to research their performance 
practice “…to determine how and what it may be contributing in the way of 
new knowledge or insights.” (Piccini, 2002, p.1).  
Practice-based research methods specifically studio-based enquiry, 
reflective practice, and participant observation and enquiry have been utilised 
within this research. These methods are aligned with the every day ‘work’ of 
creative research as experienced by many arts practitioners in the creation of 
a new art work and therefore can be implemented with ease within a creative 
research forum (Gray, 1996). Additionally, case studies were examined to 
illuminate creative processes and practices and participant experiences 
within AIR projects. 
Case Study  
Observing the practice and experience of participants and artists in 
residence within Secondary schools was critical to this research. It is for this 
reason that case study methods were utilized in the fulfilment of this inquiry 
because they facilitate “…the conveying of experience of actors and 
stakeholders as well as the experience of studying the case.” (Stake, 2005, 
p. 454). Stake (2005, p. 444) describes a case study as  “…both a process of 
inquiry about the case and the product of that inquiry.” Stake (2005, p. 445) 
identifies three types of case study “intrinsic, instrumental and multiple or 
collective.”  These distinctions are critical as they allow for specificity in 
approach to the unique nature of each case.  
As this research is posed to provide insight into the current practices of 
artist in residence in Secondary schools with a view to creating a model to 
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inform this practice, “instrumental” (Stake, 2005, p. 445) case study design 
was applied. Stake (2005, p. 445) explains, “The case is of secondary 
interest, it plays a supportive role, and it facilitates our understanding of 
something else.”  The two case studies described in this thesis were chosen 
because, although unique, they are representative of many AIR projects in 
which critical issues pertaining to design, implementation and participant 
experience are known. “Instrumental” (Stake, 2005, p.445) case study design 
celebrates this knowledge and takes “…advantage of already-developed 
instruments…” (Stake, 2005, p.450), an approach of considerable value 
when exploring existing AIR practice. 
3.3.3 Data Collection: methods and analysis 
Qualitative data collection methods were adopted to capture the opinions, 
behaviours, attitudes and reflections of the artists and teaching artists, 
classroom arts teachers and project participants (Polit & Hungler, 2003). 
Formal data collection occurred in accordance with QUT Research Ethics 
Committee approval and utilised evidenced-based qualitative and 
quantitative methodologies such as pre- and post-project questionnaires, 
semi-structured interviews and focus group interviews. The resultant data will 
not be presented as an individual outcome of this research product but rather 
considered and where relevant, subsumed within the design of the AIR 
model of practice.  
3.3.4 Selection of Case studies 
The Dancing Across Queensland and Body Stories projects were created 
as authentic dance education projects, designed for and delivered in 
Secondary schools, and as such, ideal case studies for this research (Vallis 
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& Tierney, 2000; Hewitt-Taylor, 2002; Swanborn, 2010). Context, participants 
and audience for both projects were very similar. Project size was the 
overriding difference between the two projects with Dancing Across 
Queensland being approximately half the size as Body Stories in regards to 
participants involved, activities delivered, and artists and teaching artists 
employed. The Dancing Across Queensland project is discussed in detail in 
Chapter 4 and Body Stories is discussed in detail in Chapter 5.  
3.3.5 Ethical clearance 
The Dancing Across Queensland and Body Stories projects were 
conducted in accordance with the procedures for ethical research. The QUT 
Research Ethics Committee granted ethical clearance for the projects. 
Approved research activities included semi-structured interviews and pre- 
and post-project questionnaires in accordance with the approved ethical 
protocols. In instances, where the participants were under eighteen, written 
consent was sought and received from a parent or legal guardian. 
Additionally, all aspects of the project were performed with consideration for 
and respect of the relevant legislation and framework. This included –  
 Queensland State Secondary Education guidelines 
 Australian State and Federal Teaching Standards 
 Australian National guidelines for Dance Teachers  
 National Tertiary Education Guidelines 
 QUT Manual of Operating Procedures  
 Arts Queensland Funding Guidelines 
 Australia Council for the Arts Funding Guidelines 
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All artists and teaching artists working on the Dancing Across Queensland 
and Body Stories projects were required by law to obtain a Working with 
Children or Blue card, as it is known. The Blue card is a police screening 
system designed to protect the safety of children and young people. The 
Australian Government requires everyone, except registered teachers, 
working with young people under the age of 18, to hold a current Working 
with Children card.  
3.3.6 Findings 
 In reviewing the information of previous chapters, Chapter One introduced 
and contextualized the research, Chapter Two clearly articulated the gap in 
the field of knowledge surrounding AIR models of practice, and Chapter 
Three communicated the research problem and design. It is claimed, without 
a reasonable doubt, that there is a need for the development of an AIR model 
of practice and anticipated that the findings from an analysis of Chapter Four 
and Five will assist dance practitioners to plan and design AIR projects within 
Secondary schools that consistently provide rich learning experiences for all 
participants.  
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Chapter 4: Case study 1 – Dancing 
Across Queensland 
In order to investigate the relevance of Sithole’s (2008) model to the 
design and delivery of AIR projects, select elements of the model were 
applied in the design of the framework of the QUT Dance Q150 project, 
Dancing Across Queensland. The exact sections utilised in the development 
and implementation of this AIR project, alongside a justification for these 
actions is provided in section 4 of this Chapter (4.4).  
The elements of Sithole’s model incorporated in the project, the method 
for incorporation, and an evaluation of this process and activity will be 
discussed in detail in this chapter. Section 4.1 provides a brief description of 
the Dancing Across Queensland project and section 4.2 outlines the project 
participants.  The project design overview is described in section 4.3, with the 
implementation of Sithole’s model described in section 4.4. Section 4.5 
provides an analysis of the project in respect to the implementation of the 
chosen elements of the Sithole model. Section 4.6 outlines the Case Study 1 
findings that could improve the design and delivery of Case Study 2.  
4.1 PROJECT DESCRIPTION 
Dance has been and is still used as a fundamental way of socializing 
across the vast landscapes of Queensland and was an important part of the 
social expression of the various multicultural communities that emerged as 
Queensland was settled and expanded. Dancing Across Queensland 
celebrated these dance traditions and practices that have played a significant 
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role in shaping the unique social and cultural practices that define 
Queensland as a geographically and culturally diverse state.  
Dancing Across Queensland was designed to reconnect QUT students, 
the majority of whom are drawn from all areas of Queensland, with their 
communities and heritage. Dance was the catalyst for that connectivity under 
the umbrella of the Q150 celebrations. As discussed earlier in section 1.2.1, 
these celebrations were concerned with commemorating Queensland’s 150th 
year of statehood.  As part of the Dancing Across Queensland project QUT 
students researched historical dance events and personalities, and popular 
dance styles from their own communities and, working with professional 
teaching artists, used their findings as the stimulus for the creation of new 
short dance works collectively named Moving:Grooving Histories. Drawing 
from these new dance works, the students created workshops that could 
accommodate a variety of skills, experience, age and abilities.  
Working in teams of three and four, the QUT students traveled with a 
teaching artist to designated Queensland communities to share their 
performance work and deliver a series of workshops.  Each centre visited 
was researched as part of the development of content for Moving:Grooving 
Histories which enabled workshops to be tailored to each community. This 
implementation component of the project was delivered over a period of four 
weeks.  The small teams of pre-service dance teachers provided 49 
workshops in 30 schools across Queensland covering an area of over 15, 
478 kilometres.  
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4.2 PROJECT PARTICIPANTS 
Dancing Across Queensland participants included –  
• 20 second-year dance teaching students from the Bachelor of Arts, 
Dance course, QUT 
• 2 QUT academics and teaching artists 
• 1 professional independent artist  
• High school and Primary School students, staff and community 
members from – 
o Townsville, Cairns, Mt Isa 
o Caboolture, Cooroy, Beerwah, Caloundra, Maleny 
o Roma, Charleville 
o Ipswich, Toowoomba, Logan, Stradbroke Island 
o Capalaba, Wynnum, Sandgate, Gympie 
o Mackay, Sarina, Bowen 
o Warwick, Boonah, Beaudesert 
o Rockhampton, Yeppoon, Gladstone 
4.3 PROJECT DESIGN 
The design of the Dancing Across Queensland project was influenced by 
restrictive time frames and a tight budget. Time frames are the artists’ 
nemesis (Tyrrell et al., 1974). This is no more the case than in AIR projects 
where artists or creative teams are required to respond to multiple curriculum 
deadlines, school timelines and artists’ availability as well as the deadlines 
incurred by funding bodies. Late notification of successful receipt of the 
project grant limited project design to four months, a period of time from the 
end of March to the beginning of July, 2010. Ordinarily, this would be enough 
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time to design a project, had the project design not been dependent on 
confirmation of interest from community groups and schools, prior to the 
development of creative material.  
The Dancing Across Queensland project design incorporated 
considerations of its multiple stakeholders: 30 different schools with 
community, cultural, and curriculum needs, the Queensland Government’s 
grant objectives, QUT Dance curriculum, and the teaching and learning 
needs of 20 tertiary students. Additionally, the project was aligned to a 
second year tertiary dance teaching unit and as such was researched, 
developed and delivered within one eleven-week university semester. This 
tight time frame limited the tertiary dance students’ ability to make meaningful 
connections with both educational and aesthetic domains, and kept 
connections with respective communities at a relatively superficial level.  
Distance also limited the delivery of the project activities. The project 
reach was extensive geographically and with a relatively small, less than 
$10,000 grant, contact time in each community was necessarily limited.  As a 
result, many of the Dancing Across Queensland teams would arrive in a 
town, perform and teach a one-off workshop and then drive to the next town. 
These one-off situations can provide rich learning opportunities if the 
students have good critical reflection skills and the ability to retain and 
process reflections and feedback quickly. Staying in one town for a longer 
time period would have provided the opportunity for much needed 
conversations with staff, students and community members regarding 
interests, experience, and curriculum needs. Furthermore, it would have 
allowed the Dancing Across Queensland teams to alter their activities and 
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content accordingly providing a more powerful and authentic experience for 
all.  
4.4 APPLICATION OF SITHOLE’S MODEL TO PROJECT DESIGN,  
   IMPLEMENTATION AND EVALUATION 
In order to investigate the relevance of Sithole’s model to the design and 
delivery of AIR projects, elements of the model were applied in the design of 
the framework of the, Dancing Across Queensland project. The elements of 
the model incorporated in the project, the method for incorporation, and an 
evaluation of this process and activity will be discussed in detail in this 
chapter. 
When looking to investigate the efficacy of Sithole’s model to the design 
and delivery of the Dancing Across Queensland project, I found it useful to 
consider the project size, description, the qualities and strengths of the QUT 
students involved in the project and the proposed participants. In response to 
these considerations I chose to examine only the first half of Sithole’s model, 
Section One and Section Two, in the design and implementation of Dancing 
Across Queensland. Having intimate knowledge of the QUT students’ 
communication and collaborative skills, and this particular project’s content 
development process, I hypothesized at the outset that the project and its 
participants, as a whole, would benefit more directly from the additional 
support in the communication domain that the first half of Sithole’s model was 
positioned to provide.  
4.4.1 Section One: Agent/Recipient 
Occurring within the first section of Sithole’s model, the Agent/Recipient 
activities are concerned with the identification of shared interests, legislative 
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protocols, characteristics and organizational attributes. This initial step in the 
model facilitates the development of a shared vision, and the identification of 
skills sets, expertise and resources, laying the foundations for the project’s 
collaborative relationships that underpin the collaborative strategy, design, 
implementation, and evaluation developed in later sections of the model. For 
the purpose of this Case Study the Agents will be the QUT students and 
teaching artists and the Recipients will be the classroom arts teachers, 
school students and school community. 
Shared vision 
The process of exploring the organizational and legislative attributes, 
protocols and needs of the Dancing Across Queensland Agents and the 
Recipients revealed similarities and shared interests. Unfortunately, without 
the real-time voices of the communities they were researching the QUT 
students analysis of participant characteristics was flawed. This problem was 
echoed in the creative work made by the QUT students and in the manner in 
which the work was received. QUT students spent countless hours working in 
small teams, researching the communities they would visit in order to create 
dance works that were historically, geographically and socially accurate and 
relevant. Working in this way, the QUT students developed workshops and 
performances that met the brief, but that didn’t resonate with the communities 
they targeted because they didn’t reflect a shared vision. Had all of the 
stakeholders from the communities we visited responded in a timely manner 
we wouldn’t have had this problem. This is in keeping with Sithole’s model 
which recommends representation by all participants in Section One.  
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Even with the research undertaken, the result of working in isolation 
without input from the community participants, school students and 
classroom teachers, meant that the choices the QUT students made were 
often of little or no interest to the school students within the specific 
communities. In turn, Dancing Across Queensland workshops and 
performances often lacked impact within the communities, confirming Imms, 
Jeanneret and Stevens-Ballenger’s (2011, p.10) assertion that “…. effective 
school/arts partnerships are designed by teachers and arts professionals with 
input from students.” 
Without the establishment of relationships with teachers and students 
from within the communities the Dancing Across Queensland project visited, 
the educative outcomes of the project were of variable success. The 
workshops and performances were not integrated within the curriculum being 
taught and did not provide teachers or communities with additional pre- or 
post- workshop activities to enrich the experience. As stand alone creative 
activities, many classroom teachers had difficulty supporting their students’ 
learning or engagement with Dancing Across Queensland and as a result 
they viewed the workshops and performances as purely entertainment rather 
than education.  
This project exemplified that without any development of “..interpersonal 
relationships and underlying connectedness with communities, the creative 
experience of AIR projects can lack relevance for the recipients of the 
project” (Huddy, as cited in www.creative-campus.org.uk, para. 4). This 
observation is in keeping with the recommendations of Section One of 
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Sithole’s model which promote the involvement of all stakeholders in a 
transparent and inclusive process of individual and organizational analysis.  
Identification of skill sets 
The skill of the artist, teaching artist or creative team engaged in an AIR 
program is always scrutinized to ensure adequate creative potential exists 
and excellent outcomes can be assured. Dancing Across Queensland 
identified that more energy needs to be spent ascertaining the compatibility 
of the artist, teaching artist or creative team (Agents) and the school group 
(Recipients) and context. This requires more time for in depth discussions 
between all entities in order to properly investigate and identify shared 
interests, needs and goals. Pertinent to this process are not only the 
establishment of a creative direction or outcome, but also the establishment 
of expectations and the ‘rules’ of engagement.  
Expertise and Resources 
The Agent/Recipient section allowed the clear identification of expertise, 
resources and administrative support. Unfortunately, due to the problems 
encountered communicating with the schools discussed earlier, identification 
of relevant resources and support both material and human, was incomplete. 
These difficulties highlighted the importance of a ‘go-to person’ within the 
community where the project was being implemented. This person’s local 
knowledge, connections and experience can shortcut problems and red tape, 
fast track paperwork, planning and organisation, and generally save time, 
effort and money. This ‘go-to’ person knows a lot of people within their local 
community and their reach is broad and sweeping. Their experience and 
knowledge is invaluable when brokering a community cultural project. 
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4.4.2 Section Two: Dynamic  
Section Two of Sithole’s model, Dynamic, describes best practice for 
interactions between participants in collaboration. Although detailed as 
discrete activities, these elements are components of a cyclic process of 
activation, evaluation, reflection and modification including Collaborative 
dialogue, Effective communication, Interactive facilitation and Phase 1 
Conducting a situation analysis. A description of these elements has been 
provided in Chapter 2.5.1 
Collaborative dialogue  
The foundations of Collaborative dialogue, Effective communication, and 
Interactive facilitation were intentionally initiated during the research 
component of Dancing Across Queensland. From the beginning, students 
had to engage in Collaborative dialogue to navigate multiple and at times 
conflicting interests, knowledge and skill differences, and a variety of 
engagement practices to determine a creative focus or foci. The value of 
engaging in Collaborative dialogue was evidenced by the open, cooperative 
and respectful manner in which the participants consulted and considered the 
opinions, ideas, abilities and interests of those they were working with during 
the choreographic and workshop development phases. 
Effective communication  
Effective communication facilitated a shift from negotiations to meaning 
making and shared language. The power of Effective communication was 
evident within the choreographic development phase where communication 
concerned work practices, expectations and representation. Confirming these 
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elements facilitated cooperative creative development and engendered 
agency amongst participants.  
Interactive facilitation  
Interactive facilitation was evident in the workshop development and 
delivery phase. The trust, understanding and shared meaning that had been 
established in early phases and strengthened through Interactive facilitation 
was key to the students’ confidence in delivering their workshops. A longer 
time frame for the development of this project would have enabled the 
students more time to engage fully with all components of the Dancing 
Across Queensland project - research, choreography, performance, 
workshop development and workshop delivery. This would have allowed for 
richer understanding and application of the Dynamic processes outlined here. 
Additionally, these Dynamic processes would have proven more authentic to 
the project description had the voice of the Recipients been privileged in 
each element.  
Phase 1, Conducting a situation analysis 
 Sithole (2008) claims that a Situation analysis provides pertinent 
information to potential collaborating parties regarding their willingness and 
actual ability to collaborate. Successful and effective Situation analysis relies 
on a facilitator, involvement and consideration by representatives of all 
participants groups, and articulation of how the analysis will be conducted. 
For the purpose of this case study, the researcher facilitated the many face-
to-face meetings which were held with the QUT student stakeholders 
throughout the duration of the Agent/Recipient section and the Situation 
analysis. The entire QUT student cohort participated in the Situation analysis 
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along with the members of the team guiding them during this project.   
 In conducting this Situation analysis the needs, facilities, resources and 
processes/practices of multiple stakeholders were considered: the Agents, 
QUT students and teaching artists; and, the Recipients, school students, 
classroom teachers, students and school community. Unfortunately, although 
rigorous and thoughtful consideration was given to the proposed schools 
involved in this project, due to issues discussed in Section One 
Agent/Recipient, these stakeholders were not represented in the discussions 
and therefore did not have an actual voice in the Situation analysis, clearly 
detracting from the envisaged outcome of the project.   
Unfortunately, in this Case Study, the Situation analysis was one 
dimensional, containing only the voices of the QUT students and staff. 
Without input from the classroom teachers regarding curriculum and teaching 
and learning needs or knowledge of the role of the arts within the school and 
community, these one-off performance and workshop packages struggled to 
demonstrate to the classroom teachers, how to use movement to link multiple 
curriculum imperatives and respond to assessment criteria rather then an 
adjunct or co-curricular activity for their students.  
4.5 PROJECT EVALUATION: SITHOLE’S (2008) MODEL AS LENS   
Case Study 1 examined the first half of Sithole’s model in relation to the 
development and delivery of Dancing Across Queensland. Adherence to the 
elements within this first half of the model, Section One and Two, facilitated 
the development of a community practice within the QUT students supporting 
diversity, belonging and agency. Dancing Across Queensland provided 
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innovative and authentic learning opportunities for the QUT pre-service 
teachers and exemplified the cooperative and communicative expectations of 
the professional teaching environment. Whilst Dancing Across Queensland 
was successfully delivered to the immediate communities involved, it lacked 
impact in the long term.  
In reflecting on the Dancing Across Queensland project which only 
applied the first half of Sithole’s model, Section One and Section Two, 
participant experience would have benefited from the application of the 
remainder of the model, Section Three and Four, as outlined in Chapter 
2.5.1, and from the development of stronger links to communities from the 
out set of the project. Without an explicit, robust and multilayered 
Collaborative strategy the Dancing Across Queensland collaborative process 
was one-dimensional and unidirectional.  The development, implementation 
and evaluation of a purposefully designed Collaborative strategy as 
described in Sithole’s model would have ensured thorough connections to 
the Queensland curriculum and Queensland Senior schooling curriculum 
(Years 11 & 12) for deep learning (Kind et al., 2007); more committed and 
empathetic school personnel (Kind et al., 2007); a community cultural broker 
with an inclusive vision of arts education (Kind et al., 2007; Tyrrell et al., 
1974), and shared meaning and understanding. 
4.6 FINDINGS 
Dancing Across Queensland demonstrated the criticality of representation 
from all project stakeholders in these detailed processes and negotiations 
explicitly planned for in Section One and Two of Sithole’s model. For the 
QUT students the processes underpinning these two sections were highly 
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valuable in application to their work practices, planning and approach to task. 
However, without the inclusion of the voices of all participant groups during 
Section One and Two, the activities the QUT students developed and then 
implemented were sometimes met with indifference as a result of limited 
participant buy-in from the outset, weak participant connectedness, topic 
irrelevance, and occasional incompatibility between stakeholders.  
Even though not examined through the lens of Sithole’s model, project 
evaluations from Case Study 1 did identify that collaborative processes as 
described in Sections Three and Four of the model, must be explicitly 
planned for, collective in design, delivery and evaluation to ensure a rich 
creative experience for all. At this stage of the research Section One and 
Two of Sithole’s model seem workable, if applied in accordance with the 
recommendations for application, and satisfactorily transferable to an AIR 
project. Case Study 2 will provide the context in which to further examine the 
application of Sections One and Two and the model in its entirety. 
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Chapter 5: Case Study 2 – Body Stories  
This chapter will describe Case Study 2, the Body Stories project, in all its 
complexities. Section 5.1 provides a brief description of the Body Stories 
project and section 5.2 outlines the project participants. The project design 
overview is described in section 5.3, with the implementation of the Sithole 
(2008) model described in section 5.4. Section 5.5 provides an analysis of 
the project in respect to the implementation of the Sithole model. This 
chapter concludes at section 5.6 which outlines the project findings.  
5.1 PROJECT DESCRIPTION 
Body Stories was a dance based, multi-arts performance project exploring 
narratives in, of and around the body. This intergenerational AIR project 
based at TSHS Caboolture, from December 2012 until the end of March 
2013, connected year 8 to 12 students with senior citizens from their regional 
community.  
Structured as a series of collaboratively facilitated workshops, Body 
Stories culminated in performances in local and city cultural venues. 
Participants explored the individual and unique stories contained within, 
written on and about the body. Although dance was the lead creative 
discipline, Body Stories workshops engaged participants in story, music and 
film, alongside in depth explorations of movement and choreographic 
practices. Project participants included TSHS Dance students; music 
composition students; film and television students studying documentary 
making; six senior citizens; twelve artists, teaching artists and, QUT 
academics. The workshops responded to the educative, cultural and social 
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needs of the participants through specific curricula and pedagogy and 
workshop scheduling, workshop length and workshop location.  
The Body Stories student workshops were delivered during term one of 
the Queensland State School year; a period of 10 weeks from the end of 
January 2013, to March 2013. Body Stories provided 48 workshops ranging 
in length from one hour and ten minutes (during school hours) to four hours 
(outside of school hours). These workshops were held in three different 
South East Queensland locations: TSHS Caboolture, QUT Kelvin Grove 
campus, Brisbane and the Noosa Community Centre to ensure equitable 
access for all participants. The Body Stories workshops were designed and 
delivered by highly experienced artists and teaching artists within both the 
education and community arts domains in collaboration with classroom arts 
teachers.  
5.2 PROJECT PARTICIPANTS 
The Body Stories participants were many and varied. They included 
• TSHS participants who were drawn from the following year groups and 
disciplines -  
o Year 8 to 12 dance students; yr 11 and 12 music students; yr 12 film 
and television students; and, yr 9 non-dance students. These 
secondary school students were all aged between twelve and 
seventeen years.  
• TSHS classroom arts teachers who were drawn from the following 
disciplines -  
o Two dance specialist teachers  
o One music specialist teacher 
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o The Arts Head of Department (HoD), also a music specialist  teacher 
o One film and television specialist teacher 
• 4 Female senior citizens aged between sixty and eighty-five years of age 
from the Noosa region of southeast Queensland.  
• Artist and teaching artists from the local Brisbane region. The team 
members were as follows –  
o Judith McLean Project Mentor 
o Shaaron Boughen Project Mentor, senior dance artist, teaching artist 
o Avril Huddy  Mid career dance artist, teaching artist, Project  
    Facilitator 
o Vanessa Mafe Mid career dance artist  
o Grant McLay  Senior dance artist  
o Samantha Williams Early career dance artist, teaching artist 
o Gail Hewton  Senior dance artist and teaching artist 
o Chris Perren  Professional musician and  teaching artist 
o Charlotte Cutting Mid career dance film director and editor  
o Caitlin Mackenzie Emerging dance artist and dance  documentary maker 
o Courtney Scheu  Emerging dance artist and project assistant  
5.3 PROJECT DESIGN 
Body Stories was a very large AIR project involving 3 different layers of 
creative activities with multiple stakeholders. Consideration of the interests, 
experiences and expectations of these stakeholders, alongside the individual, 
organizational and legislative requirements were paramount to project 
design. Case Study 1 exemplified the importance of collaborative thinking, 
strategies and plans for the development of rich creative experiences, no 
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matter the size of the AIR project. It also, demonstrated the value of lengthy, 
rigorous, and collaborative consultation and planning. As a result, Case 
Study 2, Body Stories, was designed using the entire Sithole model as its 
base and considerations of preparation time and geographical location 
informed its design.    
Preparation Time 
To allow sufficient preparation time for planning, discussions with relevant 
school staff members regarding the Body Stories project began in the March 
of 2012, providing a 10-month preparation period. This significant lead-in 
time enabled the Body Stories creative team to develop positive relationships 
with the stakeholders and also, make strong connections to the Queensland 
curriculum and the Queensland Senior schooling curriculum (Years 11 & 12); 
encouraging learning about and through the aesthetic. This considered and 
measured planning was in keeping with Sithole’s model recommendations, 
which promote the realistic appreciation of and consideration for temporal 
concerns within project planning and implementation. It ensured that the 
project activities were embedded within curriculum, rather than an adhoc 
activity through the weaving of specific discipline curriculum content and 
assessment into the Body Stories teaching and learning creative plan. 
Geographical location 
The geographical location of the Body Stories project influenced every 
element of the project from design, to participants and implementation. TSHS 
is situated in Caboolture, approximately 50 kilometres from Brisbane city. As 
the project host school, the majority of the workshops were delivered in 
Caboolture. However, in an attempt to be equitable some workshops were 
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delivered at the Noosa Community Hall, approximately 100 kilometres from 
Caboolture and two workshops were held at the QUT Dance studios on the 
Kelvin Grove campus. Although challenging, delivering workshops in different 
locations ensured equity amongst participants by facilitating the need for 
everyone to travel and in doing so stimulated the cooperative and 
collaborative drivers key to Sithole’s model.  
5.4 APPLICATION OF SITHOLE’S MODEL TO PROJECT DESIGN, 
IMPLEMENTATION AND EVALUATION 
Case Study 1 illustrated the importance of detailed knowledge of the 
characteristics of the collaborating Agent/Recipient, and the value of 
conducting a thorough and rigorous Situation analysis to the development 
and implementation of AIR projects. The Body Stories project was able to 
take advantage of the knowledge gained from Case Study 1 and benefit by 
creating richer creative experiences for all participants. It is in response to the 
Case Study 1 experience that I chose to apply Sithole’s model in its entirety 
to the Body Stories project. 
5.4.1 Section One: Agent/Recipient 
For the purpose of Case Study 2 the Agents will be the Body Stories 
artists and teaching artists and the Recipients will be the classroom arts 
teachers, school students and senior citizens. As outlined in Chapter 4.4.1, 
this initial step in the model facilitates the development of a shared vision, 
and the identification of skills sets, expertise and resources amongst project 
stakeholders.  
Shared vision  
The extended lead-in or preparation time as outlined earlier was 
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instrumental to the identification of shared interests and the development of a 
meaningful and trusting relationship between participants. Multiple face-to-
face meetings facilitated open communication that allowed stakeholders to 
share, explain, reveal and better understand the other. This produced a level 
of detail not previously experienced in Case Study 1. The process revealed 
creative and educative practices and philosophies, educative imperatives, 
and the interests of the collaborating team members: topics that would 
reverberate throughout the model, from Section One right the way through to 
Section Four. In essence, this collective thinking represented a convergence 
of individual yet complementary interests of all parties, facilitating the 
opportunity for a shared vision and distinct and varied creative outcomes.  
Of significance, these discussions identified three topics common to 
classroom arts teachers, teaching artists and artists, 1/ the interaction 
between the key voices in the dance studio during the project; 2/ participant 
engagement; and, 3/ the development of a rich creative experience.   These 
topics would become key to the consideration and negotiations of later 
sections of Sithole’s model (see Chapter 5.4.3). Furthermore these leading 
topics were further unpacked within Section One to establish the project 
objectives. Four broad themes were identified as representative of the 
desired creative and educative project Outcomes:  
1. Arts specific knowledge and skills acquisition;  
2. Industry specific knowledge and experience;  
3. Critical thinking; and,  
4. Inter- and intra- personal skills.  
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Each of these themes is discussed in Section Four of Sithole’s model, 
Outcomes, and are suggestive of engagement in a rich creative experience: 
a process of learning rather than the production or performance of an 
artefact.  
Shklovsky (1990, p.6) asserts, “Art is a means of experiencing the 
process of creativity. The artefact itself is quite unimportant.” By aligning the 
Body Stories philosophy, design, activities, and delivery to this principle, we 
privileged the creative process over creative product. Creativity, learning and 
curriculum facilitation emerged as key foci for all of the stakeholders. 
Creativity and learning were earmarked as linchpins for curriculum 
facilitation; creativity as an act of thinking and engaging, not just as a tool for 
engagement, and learning as a kinaesthetic, embodied engagement as well 
as an act of cognition.  
Identification of skill sets 
The Dancing Across Queensland experience exemplified the need for AIR 
project designs to prioritise expertise in both aesthetic and education 
domains. Key to this process is an understanding of and the ability to connect 
with and respond to curriculum and pedagogy. The engagement of artists 
and teaching artists, highly skilled within the aesthetic and education 
domains is critical to responding to these dual demands and was prioritised 
in the development of the Case Study 2. Additionally, the engagement of 
project mentors, senior teaching artists with extensive knowledge of and 
experience in developing, leading and participating in collaborative processes 
and projects would ensure project success. This process was further 
strengthened by the identification and acknowledgement of relevant expertise 
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within the TSHS teaching team involved in this project. 
Expertise and Resources 
The development and implementation of a project of this size requires 
cooperation and assistance from a variety of people. This was evidenced in 
Case Study 1 which established the need to identify like-minded, empathetic 
school and community members at the outset of a project to broker 
relationships and arrangements that assist the delivery of the project. As the 
Body Stories project broker, I was the initiator and driving force of the project, 
centrally positioned between artists, art teachers, participants and school 
administration. Burt claims “brokers are critical to learning and creativity” 
(Burt, 2004, p.366). Finding the go-to person or broker, for each of the 
groups involved in this project revealed practices, frameworks and 
responsibilities, improved understanding and empathy and ultimately, 
assisted project facilitation and administration. 
5.4.2 Section Two: Dynamic 
 This section of the Sithole’s model involves consideration of the 
processes through which the collaboration will be enacted, Interactive 
facilitation, Collaborative dialogue, and Effective communication; and, the 
first phase of collaboration, Phase 1 Conducting a situation analysis.  
Interactive facilitation  
The Body Stories creative team was diverse, incorporating both 
experienced and emerging teaching artists and artists. This variety in 
experience and skill sets was crucial to the delivery of the project, reflecting 
both its size and complexity. Interactive facilitation was key to the 
establishment of a collaborative framework that supported the artists and 
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teaching artists performance and professional development through team 
teaching partnerships. This was exemplified in the artist and teaching artist 
team teaching where by working together to plan and deliver activities, the 
teaching artists provided mentorship to the artists who, typically, struggle 
within an education setting to value their artistic pedagogies and make 
meaningful connections between artistic thinking and practice and more 
formal educational approaches. This was extremely beneficial for both the 
artists and the participants, because without the necessary pedagogical 
content knowledge the teaching and learning experience can be inadequate, 
limiting the students’ experience within a specific art form to the quality of the 
artifact produced (Kind et al., 2007).  
Collaborative dialogue 
Ensuring that the creative team delivering Body Stories had the 
appropriate skills was important to the success of this project. However, as 
artists and teaching artist don’t operate within the school in isolation, it is 
extremely important to acknowledge and involve the classroom arts teachers 
in the creative experience. Collaborations of this type can benefit the 
classroom arts teacher who, as Eisner claims “… rarely view themselves as 
artists” (Taylor, 1993, p.21). Importantly however, collaborative dialogue 
supported both the classroom arts teachers and the Body Stories creatives 
by revealing strengths, assumptions, needs and perceptions. Both groups 
have specialist skills to share and knowledge to impart and both groups need 
opportunities to grow and develop through reflection and dialogue in 
supportive environments (Kind et al., 2007; Selkrig, 2011). By not limiting 
themselves and their participation according to a singular identity: teacher or 
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artist, they can embrace and nurture both their teacher-self and their artist-
self (Lichtenstein, 2009). Body Stories provided these opportunities and in 
doing so amplified the creative potential and enriched the collaborative 
experience.  
Effective communication 
Central to these activities was the delivery of up-skilling opportunities in 
situ, for the classroom arts teachers and artists. This unique approach gave 
recognition and credence to the act of art making within the classroom and 
attributed professional recognition to the classroom arts teachers. For the 
artists, guided analysis of current dance teaching content and practices 
within the school revealed and unpacked school and educational 
requirements, terminology, and teaching and learning theories. This provided 
valuable learning for the artists who often don’t have sufficient skills to 
communicate effectively in the heavily curriculum-oriented state education 
system. 
Phase 1 conducting a situation analysis 
 For the purpose of this case study, the researcher and one of the project 
mentors facilitated the many face-to-face meetings, which were held with all 
stakeholders throughout the duration of the lead-in period, the 
Agent/Recipient section and the Situation analysis. As Body Stories was first 
and foremost a Dance project, the school Dance teachers and their HoD, 
also a music teacher, participated in the Situation analysis along with the 
lead artist, project mentor and researcher. This was key to broadening the 
focus beyond purely the collaborative needs and considerations of 
stakeholders to include the creative and educational requirements. This 
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alteration of the Sithole model’s Situation analysis ensured adequate breadth 
and relevance in analysis, and ultimately better suitability to Case Study 2.  
5.4.3 Section Three: Process 
 Section Three of Sithole’s model, Process, describes the stages of the 
collaborative process. These phases of the model were not implemented in 
Case Study 1. Not exploring their application or viability, Case Study 1 
confirmed the need to consider potential collaborative partnerships through a 
rigorous examination of individual or group objectives, core business, skill set 
and experience. This process is timely but extremely beneficial in the 
identification of viability and fit. This considered approach underpinned the 
Body Stories project, facilitated collaborative relationships, team teaching, 
mentoring and professional development.   
Phase 2 Developing the collaboration strategy 
The strategic objectives for the Collaborative strategy grew out of the 
Situation analysis and included considerations of  
1. The interaction between the key voices in the dance studio during 
the  project: classroom arts teachers, artists and teaching artists;  
2. Student engagement; and,  
3. The development of rich creative experiences.  
In responding to these considerations the collaborative strategy developed 
promoted team-teaching and co-creative teaching, learning frameworks and 
a detailed and coordinated schedule, to ensure that collaboration is 
integrated across every level of the project.  
1. Interactions within the dance studio 
As AIR projects involve more than one person, teacher and artist, 
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collaboration is always going to be an important factor in the development 
and delivery of a project that not only responds to curriculum needs, but also 
provides enriching learning opportunities for the project facilitators. Waldorf 
refers to collaboration as the “interpersonal glue” that connects artists and 
teachers in productive instructional relationships (2005, p.3). Horowitz’s 
(cited in Purnell, 2008, p.49) observations of collaborating teaching artists 
and classroom arts teachers identified three variables that informed the way 
collaboration was framed, supported and enacted with the Body Stories 
project.  They include, 1) teacher buy-in, arts knowledge, ability and 
confidence; 2) the quality of the collaboration, which considers 
communication styles, interest and comfort in working collaboratively; and, 3) 
ability to negotiate and compromise (Purnell, 2008).  
Key to cultivating effective artist teacher collaboration is the 
understanding and acknowledgement by both parties, of their own and each 
other’s skill set. Stereotypical attitudes concerning the roles of artist, teacher, 
choreographer and performer, such as Shaw’s claim that “He who can, does. 
He who cannot, teaches” (as cited in Daichendt, 2010, p.9), permeate and 
divide the dance industry and hinder collaborative relationships.  
Regardless of tag, ‘independent artist’ or ‘company artist’, it has been my 
experience when working in formal education settings, that the guest artist’s 
creative skills are more highly valued than the classroom arts teacher’s 
creative skills (Trowsdale, 2002). Typically the guest artist is providing 
expertise in a particular area falling outside of the majority of classroom arts 
teacher’s expertise, however there is often an observable lack of 
acknowledgement, by the classroom arts teacher and sometimes the broader 
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school community and guest artist, of the classroom Arts teacher’s artistic 
skills, let alone their curriculum understanding and teaching skills.  
A project the size of Body Stories does not happen in isolation. Although 
equipped with all of the necessary skills, the high calibre creative team relied 
heavily on the input of the TSHS classroom arts teachers at every stage. The 
classroom arts teachers’ deep knowledge of their discipline area, curriculum, 
school community, and administrative processes and idiosyncrasies was at 
times invaluable to the efficient progress of the project. A lack of appreciation 
for the different skill sets and expertise of both the artist and the classroom 
arts teacher can hinder collaboration.  
Feldman (2003) asserts that successful collaborations between artists 
and classroom teachers rely on the establishment, at the outset, of equality: 
a partnership built on individual contribution and expertise, not on equal 
expertise. Following this principle, the collaborative strategy utilised in the 
Body Stories project celebrated the difference between the Body Stories 
team and the classroom arts teachers allowing each to lead from their area of 
expertise while developing and growing other areas of interest through 
supported mentoring and professional development.  
This approach led to the development of rich partnerships in which artists, 
teaching artists and classroom arts teachers were supported as independent 
members of a team encouraging risk taking, self-reflection, shared 
responsibility and true collaboration. 
2. Student Engagement 
The situation analysis revealed that in order to manage their teaching 
demands, the TSHS classroom dance teachers spend hours outside of their 
 78 Chapter 5: Case Study 2 – Body Stories 
contracted teaching hours preparing choreography that they then deliver to 
the students in an instructional or ‘follow me’ mode during class time. This 
reduces the students’ engagement to learning and perfecting steps as quickly 
as possible for presentation at eisteddfods, school and community events. 
They are passive recipients (Matthews, 2003).  
Working in this way, the creative process within the classroom is 
compressed into a reliable and well-practiced set of activities that produce 
the required result in a timely manner. Whilst classroom scripts are abhorred 
as a legitimate teaching pedagogy, staff feel, frustratingly, that time 
pressures force them into formulaic delivery of information and creative 
practices which in fact, denies any real space for creative practice or learning 
to occur at a student level.  
Creating in this context is the sole responsibility of the classroom dance 
teacher. The creative act is embedded in a product delivered to students and 
not process driven as a teaching tool. The Body Stories creative and 
collaborative plan was developed with the explicit intention of changing this 
culture of engagement to one of collaboration, responsibility, initiative and 
agency.  
3. The development of rich creative experiences  
Often considerations of AIR creative experiences are limited to the 
classroom teachers and student participant beneficiaries. Case Study 1 
revealed the need for more inclusive thinking and planning to ensure a truly 
rich creative experience for all. Case Study 2 was founded on the premise 
that collaboration will ensure engagement and agency and seed layered 
formal and informal learning throughout an AIR project. As a result, “..a 
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heuristic process was applied from the outset of the Body Stories project, 
involving dynamic and rigorous investigation, development, evaluation and 
implementation processes” (Huddy, as cited in www.creative-campus.org.uk, 
para. 12). Particular attention was paid to the integration of cooperative and 
collaborative processes in all aspects of the project. Learning was at the 
heart of the Body Stories project design; everyone had something to learn 
and the facilitators went to great effort to ensure an environment that would 
enable it. Aside from setting the benchmark regarding expectations for 
participation and communication for the project participants, this approach 
modeled these processes.  
Modeling, reflection and analysis formed the basis of the Professional 
Development activities that were delivered in a variety of formats: informal, 
formal, and in-situ. The diverse intergenerational creative team supported the 
needs of the project school community and curriculum and facilitated the 
provision of multi-faceted mentoring and professional development activities 
for artists, teaching artists and classroom arts teachers. 
In conclusion, the development of a collaborative strategy was pivotal in 
the establishment of a shared language and common understandings for all 
participants and the development of trust and rapport between artists, 
classroom Arts teachers and teaching artists. These elements formed the 
bedrock for the ensuing collaboration and mentoring (Milbrandt, 2006). This 
depth of consideration and preparation is key to sustainable collaborative 
creative arts practice within schools (Milbrandt, 2006). It is an approach that 
ensures AIR projects resonate within the school and broader community long 
after the conclusion of the project. 
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Phase 3 Implementation of the collaboration strategy 
Sithole’s (2008) model attributes three elements to the successful 
implementation of a collaboration strategy:  
1. Shared leadership; 
2. Teamwork; and,  
3. Cooperative work practices.  
1. Shared leadership 
The design and delivery of the Body Stories project was underpinned by 
the desire to create a rich creative experience for participants through 
authentic learning opportunities. Communication, negotiation and reciprocity 
were key to formalising how the Body Stories creative team and the TSHS 
classroom arts teachers would engage with each other and the project in the 
delivery of authentic learning opportunities. AIR projects are often viewed, as 
the domain of the artist, so the integration of the classroom arts teachers into 
the Body Stories delivery team was key to sharing leadership and allowing 
participants to benefit from the expert leadership across all areas of the 
project. 
 Observations of the classroom arts teachers in action allowed the project 
team to better understand their skill set and pedagogy (Kind et al., 2007).  
These observations informed the classroom arts teachers’ involvement in the 
project. They took on explicit roles and activities, leading in areas of 
curriculum and teaching alongside or assisting the project artists and 
teaching artists when working on some of the aesthetic elements. The 
classroom arts teachers were active participants in the decision-making, the 
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creation of ideas and the work produced: they were important and valued 
collaborators and contributors. 
An authentic learning pedagogy was chosen for the Body Stories project 
because of its useful application in both curriculum and creative settings 
allowing both the classroom arts teachers and the artists and teaching artists 
to utilize its philosophy and approach. This particular pedagogy encourages 
student exploration, discussion, and construction of new knowledge and 
relationships in real-world problems or contexts of relevance to the learner 
(Donovan, Bransford & Pellegrino, 1999). Drawing from constructivist 
philosophy and approaches and situated learning theory, Herrington and 
Oliver (2000) outlined nine critical characteristic of authentic learning. These 
included the “…provision of an authentic context; authentic activities; access 
to experts and modeling; multiple perspectives and roles; collaborative 
construction of knowledge; reflection; articulation; coaching and scaffolding; 
and, authentic assessment” (Herrington et. al, 2000, p. 4). This 
comprehensive list offered excellent checkpoints for design and quality 
assurance purposes and provided useful markers for leadership exchange 
across the project.  
These nine critical characteristics are exemplified in the design and 
delivery of Body Stories project. Authenticity was a key driver of project 
activities, processes and practices. The artists, teaching artists and 
classroom arts teachers made every effort to make the specialised and 
nuanced conventions, content and contextual knowledge of their professions, 
transparent in every layer of this project. Sharing the project leadership in this 
way was an essential element of both the school and community participants 
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learning, and also an effective conduit for mentoring and professional 
development for members of the creative team.   
The Body Stories project was collaborative in design and implementation. 
The co-creative modus ensured shared leadership allocating responsibility 
for preparing activities, creating movement, leading activities, providing 
feedback and performing in workshops with consistency throughout the entire 
group. Encouraged to work from a place of knowledge and confidence, 
participants often had to create short movement phrases, reflect on and 
articulate their creative choices to their peers, analyse and critique movement 
phrases with a view to choosing or editing steps, break complex sequences 
into smaller sections to teach others, and provide ongoing feedback to their 
peers.   
The project design apportioned the many roles and responsibilities 
inherent in a creative project of this type between the entire company: 
students, senior citizens, classroom arts teachers, artists and teaching 
artists. Throughout Body Stories participants experienced the project through 
the eyes of the: negotiator, artist, teacher, coach, leader, arbitrator, critic, and 
learner. This approach facilitated personal growth, skill development, 
understanding and empathy, alongside a strong sense of community pride 
and ownership by all collaborators.  
Project specific assessment items were created to provide the students 
with support and further guidance regarding the desired engagement, input 
and output. Students were not graded on a product: how successful they 
were at any particular time, but on their process: how they engaged with topic 
or activity, their critical thinking, preparedness, receptivity and problem 
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solving. Students had to participate in the workshop to demonstrate these 
elements.  
2. Teamwork 
 The intentional use of teamwork wasn’t just a consideration for 
participation of the creative team and the classroom Arts teachers. 
Teamwork was integrated into the project design at all levels, inspiring 
engagement by students and senior citizens. Reinforcing this, Body Stories 
was presented as a series of facilitated workshops, not unlike those practiced 
by professional dance artists and choreographers, and those endorsed by 
Herrington and Oliver (2000), that engaged participants in a range of 
activities promoting self-paced, shared and cooperative learning, and 
encouraging independent and interdependent learning. Replicating industry 
practice where age and background or experience rarely matters, students 
were intentionally grouped with students from different year levels and with 
different dance experiences and abilities. Pedagogical approaches included 
but were not limited to guided discovery, inquiry, individualized instruction 
and small group instruction; all highly relevant and appropriate approaches to 
dance and dance making.   
Differing skill levels were scaffolded in the design of movement exercises, 
encouraging students to work at an appropriate level with the goal to improve 
overall skill, and promoting an empathetic environment in which students 
support each other’s learning goals and needs. Multifaceted activities 
engaged students in critical discussions concerning their practice. At a basic 
level these activities introduced concepts of teamwork, action research and 
stimulated critical thinking, curiosity, analytical skills and self-reflective 
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practices.  
These pedagogical skills were developed to create hooks for in-depth 
dialogue/discussions involving issues of collaboration, performance and 
aesthetics. They also laid the foundations for more complex and layered 
engagement, which positioned the participants as researchers, collaborators, 
rehearsal directors, choreographers and directors. Enacting these roles from 
within their teams demanded knowledge transfer, critical thinking, empathy, 
and communication skills, and gave participants an understanding of and 
appreciation for a variety of roles involved in the creation of a new art work. 
This also allowed the students to begin to appreciate the variety of skills 
within any one team and value expressiveness or creativity as highly as 
technical prowess and tricks. 
This complex and layered approach to lesson planning and design is 
evidenced in the three tiers of the Body Stories project. The first tier involved 
the Year 10, 11 and 12 students in the Body Stories thematic; the second tier 
involved the Year 8 and 9 students in three different dance styles creating a 
performance piece that was tied directly to curriculum; and the third tier 
incorporated Year 8 and 9 students from the broad school community in 
generalist movement classes – Widening Participation classes.  
Although the Year 8 and 9 students workshops weren’t integrated in the 
Body Stories project, their incorporation into the project was key to 
addressing broader school, aesthetic and funding requirements; advertising 
and profiling dance within the broader school community; facilitating interest 
in collaborative creative projects; encouraging sustainable arts practice by 
making collaborative processes and activities transparent for the broader 
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school community; and, highlighting both the aesthetic value of arts learning 
and the use of the arts as a creative tool for broader learning across a variety 
of subject areas.  
3. Cooperation  
Role sharing, skills exchange and collaboration were not just a privilege of 
the student participants. This interplay was critical to enabling personal and 
professional development for the classroom arts teachers, teaching artists 
and artists.  
The collegial and cooperative approach instigated during the earlier 
phases of project planning, positioned all of the participants as equals and 
facilitated deep investment and agency (Kind et al., 2007). In the creating of 
Body Stories, teacher, artists, students and the elderly worked in a ‘co-
artistry’ approach, meaning that the work was collaborative in its application. 
Working collaboratively was invaluable when negotiating the teaching and 
learning needs of the crowded state education curriculum, an issue of great 
importance in light of the fact that Body Stories would create additional strain 
on school and staff resources. The Body Stories creative team were 
conscious to avoid superficial responses to this problem, preferring to 
collaborate with the classroom arts teachers to develop integrated teaching, 
learning and assessment models that complimented the curriculum and that 
could be repeated, repackaged and reinterpreted. Therefore the project’s 
workshops and performance were co-created using the combined skills of the 
artists and teachers whilst addressing curriculum requirements.  
This collaborative and cooperative approach to project design and 
implementation provided rich informal professional development and 
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mentoring in-situ, which was augmented by formal professional development 
and mentoring activities. Teaching teams were arranged to take advantage of 
differing experience and skill sets allowing for fruitful internal mentoring, 
professional development and supportive teaching environments: elements 
not always available or initiated within many work places or occupations.  
Issues of isolation and self-sufficiency are not difficult to entertain when 
contemplating the independent artist’s work life. However, one does not 
necessarily equate these issues with teaching where people share 
classrooms and staff rooms and spend their day mixing with people. The 
reality for many teachers involves shrinking budgets and growing teaching 
schedules which leave them with little space or energy for collegial support or 
discussion.  
The deliberate and thorough approach to project design and planning 
ensured a holistic approach to learning, with opportunities designed to 
facilitate learning about and through arts practice for all project participants. 
The activities involved all participants in mentoring and professional 
development. For the classroom arts teachers, these activities provided 
much needed professional and personal nourishment and feedback. 
Additionally, privileging the mentor-mentoree process celebrated the learner, 
facilitating an easy interchange between expert and novice roles. It reminded 
teaching artists and classroom Arts teachers that they don’t have to be the 
fountain of all knowledge whilst providing recognition for professional 
expertise.  
In working with classroom arts teachers, the artists gained teaching skills 
and practice, increased their knowledge of the Queensland curriculum and 
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the Queensland Senior schooling curriculum (Years 11 & 12), improved their 
ability to align relevant elements of their arts practice to formal arts teaching 
practice and curriculum, and developed their ‘teacher’ identity. For the 
classroom arts teachers, working alongside the artists facilitated not only 
aesthetic learnings, but also in some instances it provided insights into ways 
to approach their students (Oreck, 2005) and their curriculum. Additionally, it 
also facilitated strong links between the curriculum and the art form, allowing 
the artists and teaching artists to align their creative ideas with the curriculum 
(Booth, 2009), ultimately enriching both. Importantly, this process ensured 
realistic participant expectations (Booth, 2009). 
Phase 4 Evaluation of collaboration 
The successful implementation of a project of this size relied on ongoing 
cyclic processes of evaluation supported by collaborative dialogue, effective 
communication and interactive facilitation. Everyone who has ever muddled 
around in the studio knows how easy it is to get lost in the creative process, 
never really responding to the initial questions or losing track of the initial 
investigations. These issues highlight the need for AIR project evaluations to 
provide analysis and feedback on a variety of components central to creative 
educative projects, above and beyond the collaborative elements. Case 
Study 2 implemented both formative and summative evaluation activities.  
Formative evaluation 
Critical reflection was encouraged as a means of supporting learning and 
personal growth; inspiring interest and agency; and, highlighting the diverse 
skill sets, experience, knowledge and creative ideas within the project. 
Ongoing analysis and reflection was privileged and a continuous cyclic 
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practice of evaluation and reflection was established from the outset with 
participant evaluation and reflection tasks scheduled regularly. These were 
represented in a variety of forms from long-answer questions to be 
considered and written over the course of a week, to quick, single-word and 
short-answer questions for more immediate feedback. For example, Stop, 
Start, Continue; one minute written response to a specific question; write 
down one thing that you learnt today that surprised you, and one thing that 
you need further clarification or help with; or, in small groups discuss one 
thing that what worked well today and one thing that didn’t and why.  
Feedback activities were created to identify the relevance of activities and 
topics; gauge appreciation and understanding of specific teaching methods; 
measure the level, type and quality of engagement; re-evaluate the identified 
needs to ensure that the process and outcome remained on track and 
relevant; and to monitor the outcome. This information was often used to 
adjust and fine tune creative plans and activities to better suit the needs of 
the participants and promote the desired outcome.  
Summative evaluation 
Summative evaluation was collated from academic peers after the project 
showings; student and senior citizen participants through qualitative and 
quantitative data from post-project questionnaires and focus groups, and 
artists, teaching artists and arts teachers through qualitative and quantitative 
data from pre-project questionnaires and post-project focus groups.  
The cyclic process of evaluation, communication, collaboration and 
implementation employed throughout the Body Stories project involved 
continuously looking back at what had taken place and projecting forward to 
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assess alignment with the initial brief and ensure the relevance of the 
proposed project outcomes. This final component of Section Three of 
Sithole’s model involves the analysis, interpretation and reflection of the data 
collected across all stages of the project. Footage captured throughout the 
project was edited into a ten-minute film ensuring a tangible resource beyond 
the ephemeral live performance experience. The project findings and 
implications for the dance sector have been discussed and argued at the 
following local, national and international conferences -  
• Articulate: Queensland Regional Arts and Culture Conference 
2013;  
• Higher Education, Creative Engagement and the Creative 
Economy: the Australia Experience 2013;  
• The 2nd International Teaching Artist Conference 2014;  
• The Arts Light Up Symposium 2015. 
Section Three of the Sithole’s model, Process, outlined some relevant 
protocols and processes concerning the development, implementation and 
evaluation of collaboration. However, strict and unquestioning adherence to 
these protocols could have limited the creative and educational outcomes of 
Case Study 2.   Again, as an AIR project the development of a creative plan, 
alongside an implementation plan and evaluation plan for the creative plan is 
critical to ensuring rich creative experiences for all participants.   
5.4.4 Section Four: Outcome 
This is the final section in Sithole’s model and it is concerned with the 
outcomes of collaboration. Although reliant on collaboration, AIR projects 
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Outcomes, must reflect the complex and dual demands of both the creative 
and educative components of a project. The Outcomes for Case Study 2 
were proposed, debated and confirmed within the consultation and 
exploration sections of the model: Section One and Two. The Body Stories 
creative team and collaborating classroom teachers were unanimous in their 
interest to move beyond the creation of an artefact to a celebration of the 
creative process and the skills inherent in this. Four broad themes were 
identified in Section Two as representative of the desired creative and 
educative Outcomes for the project. These included: arts specific knowledge 
and skills acquisition, industry specific knowledge and experience, critical 
thinking, and inter- and intra- personal skills. 
5.5 PROJECT EVALUATION: SITHOLE’S (2008) MODEL AS LENS   
Adherence to the Sithole model when designing and delivering the Body 
Stories project facilitated clarity and confidence in the interaction between the 
key voices in the dance studio during this project, supported layered and 
diverse participant engagement, and nurtured the development of a rich 
creative experience. Furthermore, detailed planning, open and explicit 
communication and cooperation ensured a great many connections between 
project activities and the TSHS curriculum. Through the purposeful 
accommodation of the specific needs of each of the participant groups, Body 
Stories responded to both the creative needs of the individual participants 
and the overarching requisites developed by the project facilitators. 
5.6 FINDINGS 
 Case Study 2 experiences intimate that the application of the complete 
Sithole model was more effective than the application of a segment of the 
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model when designing and delivering this AIR project. However, findings 
from both Case Study 1 and Case Study 2 suggest that although the 
collaborative considerations and processes championed by Sithole model are 
useful in the planning, design and implementation of an AIR project, they are 
not the only relevant topics or considerations when planning a project of this 
nature.  
 Case Study 2 experiences indicate that the diaphragmatic representation 
of the model is incompatible in shape and structure to the needs of a model 
for AIR projects. Further to these findings, the scope of the Dynamic, Process 
and Evaluation sections as presented in the Sithole’s model and 
implemented in Case Study 2, are limited and do not adequately support the 
breadth of consideration and evaluation needed when designing and 
implementing AIR projects. Finally, the components and order of sections 
utilised in Sithole’s model do not effectively represent the stages and timing 
of activities within AIR projects.   
 In conclusion, the findings from Case Study 2 reveal that Sithole’s model 
does not adequately acknowledge the complicated intersections of content 
areas, processes, and frameworks that coalesce under the banner of an AIR 
project representing the complexity at play within project design, planning, 
and delivery. While Sithole was a good starting point in which to investigate 
AIR models of practice, it is clearly evidenced that a different model be 
developed to support the complexity inherent in AIR projects.  
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Chapter 6: Findings 
This research set out to investigate the development and implementation of a 
model of practice for AIR programs that illuminates dance practice in 
secondary education and community contexts. Drawing on knowledge from 
an interrogation of the application of Sithole’s (2008) model to two case 
studies: Dancing Across Queensland and Body Stories, this chapter will 
describe and recommend an AIR Model of Practice that will better suit an arts 
context. Section 6.1 will detail the case study findings; Figure 2 illuminates 
the AIR model schematic; 6.2 describes the AIR model; and, 6.3 provides a 
summary of the research with particular reference to further research. 
6.1 APPLYING THE CASE STUDY FINDINGS  
This AIR model, as represented in Figure 2 (p. 96), exemplifies the 
complex, multi-faceted processes and structures, utilized in the development 
of rich, multi-layered AIR projects that resonate within their communities, long 
after the conclusion of the project. The design needs and objectives of AIR 
projects differ greatly from those considered in Sithole’s model and as such, 
the two models differ in both structure and purpose.  
Sithole’s model is designed to lead, guide and frame collaborative 
practice in psychiatric nursing training. It has provided a valuable framework 
to draw from in the creation of this AIR model because collaboration is crucial 
to ensuring the effective design and delivery of AIR projects. It is for this 
reason that collaborative strategies must be foregrounded in an AIR model. 
However, in order to respond to both the creative and educative demands 
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inherent in AIR projects the design considerations for an AIR model become 
far more wide-ranging and comprehensive.  
This AIR model represents a dramatic departure from Sithole’s model 
through the employment of three significant modifications. These included  
1. Expanding the scope of the project considerations and evaluation;  
2. Reconfiguring and restructuring the model sections; and, 
3. Changing the shape of the model.   
1. Expanding the scope of the project considerations and 
evaluation  
Evaluation of and within AIR projects must not be limited to a sustained 
analysis of the performance of one or two elements or stakeholders. This AIR 
model promotes evaluation of every element within and contributor to a 
project in an ongoing manner. Evaluation is positioned exclusively within its 
own section of the model to acknowledge the importance of utilising reflective 
processes throughout AIR projects rather than just at the end; evaluating the 
outcome or artefact. Evaluation is strategically connected to each section of 
the model, suggesting integrated and ongoing analysis. Additionally, this 
positioning represents the reflective nature of creative and teaching practices 
and is therefore more aligned to an AIR project in which the evaluation must 
entail the entire process, not just the collaboration or the product.  
2. Reconfiguring and restructuring the model sections 
 Case Study 2 experiences suggest the need to carry out a Situation 
Analysis (Sithole 2008) at the outset of an AIR project alongside 
Agent/Recipient investigations, rather than waiting until Section Two as in 
Sithole’s model. This positioning acknowledges the need for and facilitates 
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the timely progression from the preliminary investigations of the project 
initiation into the project implementation. This structure privileges 
communication and facilitated interactions as the foundations of collaboration 
and therefore AIR projects, the guidelines and expectations for which must 
be outlined from the outset of a project. These changes are represented in 
the AIR model schematic. (See Figure 2, p. 96.)  
 Further to the structure of the AIR model, the schematic provides a more 
correct and usable representation of the processes and practices germane to 
creative processes and therefore necessary in the development and delivery 
of AIR projects. This structure privileges the cyclic reflective and exploratory 
processes common to the creative process and better represents the 
messiness that is creative practice suggesting overlap and back-tracking as 
part of moving forward. In line with collaborative inquiry methods, the majority 
of the components of the model are not implemented in a sequential linear 
order (Dyer & Loytonen, 2011), but are implemented in an ad hoc manner as 
needed and also as strategies for promoting responsiveness to ensure 
relevance through reflection on engagement as viewed in both participant 
input and output.  
3. Changing the shape of the model 
 This integrated approach is further supported by a shift in the presentation 
of the elements incorporated into the model. The shift to an oval schematic 
emphasises the cyclic processes of inquiry, implementation and evaluation 
within AIR projects: processes akin to those used by artists during creative 
practice, action research methodologies, and more specifically collaborative 
inquiry.  
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Figure 2: AIR MODEL SCHEMATIC 
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6.2 THE AIR MODEL 
Procedural and temporal considerations were key to the creation of the 
AIR Model (Figure 2, p.96) which has three sections:  
1 Initiation;  
2 Implementation; and,  
3 Evaluation.  
Although suggestive of a general order of progression, each discrete section 
has specific requirements and procedures that can be applied within or 
across sections. So, elements from each section may be revisited, re-
employed or re-evaluated at any time.  
6.2.1 Section One: Initiation  
This first section of the AIR model contains processes and components 
that inform the development of an AIR project through an articulation of 
individual characteristics and organizational features; an examination of 
individual and organizational requirements and interests; and, an analysis of 
the project scope and viability. Importantly, the principles and processes for 
ongoing communication, Interactive facilitation, are established and activated 
in this Initiation section.   
Articulating individual characteristics and organizational features 
Case Study 1 and 2 findings endorse detailed knowledge and 
understanding as key to the development and implementation of an AIR 
project, laying the foundations to support meaningful dialogical exchange and 
facilitate the development of a collaborative community of practice involving 
classroom teachers, artists, teaching artists, students and the community in 
which the project is occurring.  Furthermore, these preliminary investigations 
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enable the development of the team teaching program, mentoring activities 
and professional development underpinning the AIR model.  
Examining individual and organizational requirements and interests 
Case Study 1 confirmed the claim made by Bray et. al (2000, 53) that 
“…topic relevance is key to how participants’ choose to engage in 
collaborative inquiry”. The findings from Case Study 2, confirmed this, 
suggesting that a solid understanding of participant motivations, 
circumstances, and interests is necessary for the development of any 
collaboration. Revealing these participation drivers at the outset of an AIR 
project is critical to its design and implementation.  
Scope and viability 
The Case Study 2 experience identified that this examination of individual 
and organizational features, requirements and interests does not happen in 
isolation but rather in an integrated manner that facilitates an analysis of the 
project Scope and viability. In this component of the AIR model information 
gathered from the participating individuals and organizations is unpacked; 
knowledge gaps identified, areas of potential development highlighted, and 
experiences, processes and current practices discussed to develop links 
between curriculum and industry practice, inspire the development of creative 
ideas, facilitate proficient scaffolding of skills in the initial implementation 
phases and ultimately assess feasibility.  Additionally, situating the two 
components Agents/Recipients and Scope and viability within the one 
section, Initiation, enabled the development of common language, topic 
relevance, shared processes and goals, and ultimately, participant agency.  
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“I appreciated the fact that we completed a short questionnaire prior to 
beginning the project which asked us about our experiences, interests 
and skills. The information was then used to determine how we might 
work together and the type of PD activities we might need. This was 
really helpful.”  A3, artist, Case Study 2 
Interactive facilitation  
The AIR model encourages rigorous discussion and debate throughout a 
project, but particularly at the outset to ensure compatibility, expectations and 
transparency. This process allowed Body Stories facilitators to accurately 
plan team leaders, teaching teams and creative ideas because this rigorous 
process of investigation, illuminated for all involved, the differences and 
similarities between the project facilitators, making issues of personal style 
and skill sets transparent.  
This research identified expectation management, engagement practices 
and responsiveness as critical to the delivery and affect of an AIR project. 
The research also identifies that these elements are best served by the use 
of an extended lead-in time for thorough consultation identifying areas of 
shared interest and strength alongside collaboratively designed plans for 
action and reflection. This research exemplifies the value of investing time, 
energy and resources in the consultation phase of an AIR project. The 
reward for effort and energy invested in the Initiation stage of Case Study 2 
included, alongside the achievement of project objectives and aims  
 An appreciation by all, of the classroom Arts teachers and project artists’ 
knowledge and skill sets;  
 A shared understanding of the classroom Arts teachers and project 
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artists’ perceived and observed needs and interests regarding pedagogy, 
curriculum and aesthetics; and,  
 An agreement that both the classroom Arts teachers and project artists 
were participants and learners in this creative process, an integral point 
for the facilitation of professional development (Kind et al., 2007).  
Together these understandings contributed to the seeding of strong 
working relationships and rapport between the artist and the classroom 
teachers, the seamless integration of the dance within the secondary school 
curriculum (Kind et al., 2007), and a rich creative experience for all 
participants.  
“We were a little bit apprehensive about how we would work with the 
students but we had spent quite a bit of time working together on our 
movements prior to meeting them that when the time came, we were 
confident in what we were doing which helped. Now that we have 
been here and done it, it’s great.” S1, senior citizen, Case Study 2 
 
“Watching the classroom teachers really opened my eyes to the 
amount of effort and energy required when teaching. It helped with 
my confidence with school students and classroom teachers.” T2 
tertiary student, Case Study 1  
6.2.2 Section Two: Implementation 
Positioned centrally, in the AIR model schematic, the project 
Implementation components build on the information shared and established 
as a result of the preliminary investigations undertaken in Section One, 
Initiation. In this second section of the AIR model, the participants are agents 
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of change. They respond, create and reflect in action in the development of 
collective meaning and knowledge, and shared histories and goals. 
Collaborative creative projects of this nature are underpinned by Participatory 
Action Research principles, and as such have both individual and social 
change potential (Willms 1997). The appeal of this type of approach lies in its 
ability to facilitate life-long learning skills through involvement in aesthetic 
practice.   
The Implementation section of the AIR model weaves important 
interpersonal and communicative processes amongst functional collaborative 
activities creating one complex interconnected section that privileges the 
layered and emergent processes inherent in practice-led enquiry. Elements 
in the Implementation section of the AIR model include –  
1. Construct collaborative and creative paradigm 
2. Enact collaborative and creative paradigm 
3. AIR Outcomes 
4. Effective communication processes and Collaborative dialogue 
1. Construct collaborative and creative paradigm 
Collaborations, not unlike creative processes, are complicated, fraught 
with tension, and heavy with expectation. Collaborations require complex 
coordination around member contribution, negotiation, cooperation and 
implementation of selected actions. Such collaborations are underpinned by 
shared values around communication, trust, empathy and learning.  Well 
functioning collaborative activities are the bedrock of collaborative 
communities founded in socially conscious, self-reflective inquiry.  
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AIR collaborations are unique to project, participants, needs and aims. The 
roles, responsibilities and rules of engagement need to be clarified at the 
outset of every new project. Critical to this process is the formulation of a 
strategy that encompasses the vision, details and goals of the creative plan 
alongside the collaborative plan. Of significance to AIR projects, is that this 
involves articulating not just what a project is, but how it will be enacted with 
respect to the interests and requirements of its stakeholders.  
“I’ve already changed the way that I teach as a result of talking and 
listening to the teaching artists. I have been motivated to change the 
way I respond to my students when they muck around or get things 
wrong as a result. They remain calm and professional and this seems 
to bring the students round much more quickly. Working with the male 
artist has been so beneficial to my ability to create choreography for 
my male students. It sounds silly I know but, it was a realization that I 
don’t have to approach males any differently to females.” T2, TSHS 
Dance teacher, Case Study 2 
 
“I am inspired to create and find more dance opportunities for our 
dance students.” T1, dance teacher, Case Study 1 
2. Enact collaborative and creative paradigm 
Case Study 1 demonstrated the need for representation from all 
stakeholders in not just the creation of a collaborative strategy, but also, 
importantly in the implementation of the strategy. Furthermore, Case Study 2 
findings support the promotion of teamwork and shared leadership when 
enacting the Collaborative and creative paradigm, the framework and 
guidelines for which, have been identified in chapter 4 and 5.  
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“We have a lot of fun together. We come from different backgrounds but 
we are all learning together.” S2, senior citizen, Case Study 2 
 
“I have collaborated with artists from film and music before but this 
experience was completely different. It was more in-depth, more 
organised, more serious and more inclusive. It felt more professional, 
more like real life.  Thank you everyone involved in the QUT project, it 
was a really good experience.” S2, year 12 student, Case Study 2 
 
“I really enjoyed the opportunity to co-teach. I would give a certain type 
of information or direction regarding a task and the co-teacher would 
come from a different place or angle. This deepened the teaching and 
learning experience. Students received twice as much information and 
feedback (two sets of eyes watching them etc.) and observed their 
teachers as learners (we learnt from each other).” A1, mid-career dance 
artist, Case Study 2 
3. Outcomes 
 AIR projects Outcomes must reflect the complex and dual demands of 
both the creative and educative components of a project. Case Study 2 
identified four broad themes as representative of the desired creative and 
educative outcomes of AIR projects that have been integrated into the AIR 
model. These included: arts specific knowledge and skills acquisition; 
industry specific knowledge and experience; critical thinking; and inter- and 
intra- personal skills. 
These themes were chosen for their application within both creative 
processes and products. The first of these themes, arts specific knowledge 
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and skills acquisition and industry specific knowledge and experience, speak 
to aesthetic engagement. The last two themes, critical thinking and inter- and 
intra- personal skills, although extremely important within the aesthetic, have 
a broader application as highly relevant life-long learning skills. The AIR 
model celebrates creative thinking, the utilisation of creative problem solving 
skills and higher order thinking skills as intrinsically linked to creative 
processes (Nichols & Stephens, 2013) and utilized by participants beyond 
the completion of an AIR project. Research supports the importance of these 
skills to student success in school and the workforce (Cornett as cited in 
Nichols & Stephens, 2013). 
 Case Study 2 exemplified the diversity in which these outcomes can be 
scaffolded throughout AIR projects: charging students with creative 
responsibility; providing opportunities for students to write short and long 
answer reflections; providing opportunities for students to critique their work 
and the works of others; allocating roles like dance captain and rehearsal 
director amongst the student participants; and providing multiple performance 
outcomes. These experiences occurred within multiple dance units: 
Certificate 1 and 2 in Dance, Dance Extension, Dance Troupe, and the board 
subject Dance and responded directly to the curriculum and assessment 
needs within each unit.  
 The four AIR project Outcome themes speak to creative engagement, 
encouraging new and diverse thinking, participation and product creation 
within the dance classroom. Facilitation of this section of the AIR model 
requires an investigation into teaching practices to ensure that the individual 
artist, classroom Arts teacher or teaching artists’ pedagogy enables these 
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specific project themes. Creative teaching has long been promoted as a 
benchmark for effective teaching. However, the distinction between teaching 
creatively and teaching for creativity (Sefton-Green et al., 2011), 
characteristics of creative teaching and creative learning, is not widely 
appreciated, and has direct application and implications for this project.  
 Teaching creatively describes an approach to lesson design and delivery 
that inspires and engages students in learning. It relies on teaching strategies 
rather than learner agency and need not engage students creatively or 
involve creative practice. Teaching for creativity involves strategies and 
activities that inspire creativity: creative thinking or creative acts. That said, 
teaching creatively and teaching for creativity are inextricably linked: teaching 
for creativity involves teaching creatively and teaching creatively often leads 
to teaching that inspires creativity (Jeffrey & Craft, 2010). Teaching to inspire 
creativity is crucial to responding to the overriding AIR program brief. It plays 
a significant role in the development of a rich creative experience for all and 
ultimately, the success of the project.  
“Being involved in creating their own movement has not only given the 
students a greater understanding of the process of making, but it has 
effected the way they look at, talk about and write about dance. I am 
seeing improved engagement in theory classes.” T1, TSHS dance teacher, 
Case Study 2  
 
 “I feel like my role in this project has been that of a collaborator, 
working with the artists. It has really allowed me to look beyond the 
school and to, I guess, think of myself as more of an artist.” T2, TSHS 
dance teacher, Case Study 2  
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“..it was good to see how the other dance teachers taught and how we 
progressed.…get a feel of the actual workload in the workforce.” T3, 
tertiary student, Case Study 1 
4. Effective communication processes and Collaborative 
dialogue  
The AIR model relies on collaborative dialogue and effective 
communication processes to facilitate creative development and 
implementation. Borrowing loosely from Freire (1970), the co-creative 
approach employed in the implementation of Case Study 2, altered the one-
way exchange familiar to traditional roles of teacher and student, and 
experienced in Case Study 1, to a collective approach to teaching and 
learning: all participants are co-learners. Freire’s application of dialogical 
processes as an egalitarian method for educating people was founded on the 
belief of teaching as learning and learning as teaching, a “total experience 
that is simultaneously directive, political, ideological, Gnostic, pedagogical, 
aesthetic, and ethical (Frieire 2001, p.31, as cited in Thornton 2011, p.36). 
Complexity is a characteristic of language, which, like movement, also 
lays claim to dynamic and relational characteristics, all of which influence 
interpretation and comprehension (Thorton, 2011, p.33).  Central to making 
oneself understood, is the ability to articulate with clarity and simplicity. 
Dialogical Self Theory (Hermans & Hermans-Konopka, 2009) expands the 
dialogical debate by drawing attention to the internal processes involved in 
dialogue process. Hermans & Hermans-Konopka (2009), point to self-
criticism and self-reflection as essential aspects of this process. These 
elements are also considered desirable for artists and teachers and 
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extremely important in the development of AIR projects that immerse 
participants in rich creative experiences.  
Case Study 1 and 2, highlight the need for the Implementation component 
of an AIR model to be a dynamic, co-creative process, rather than a script set 
in stone. The work in implementing the strategy is in responding to and 
reflecting on the issues and ideas as they arise in a transparent, collaborative 
and timely fashion.  
“…initially there were a few moments where I didn’t know whether to 
step in or not – seeing my students misbehave or muck around. I am 
so used to doing everything, choreographing everything and running 
everything it was difficult for me to pull back. I’m so in there controlling 
everything. But because we had been involved in the process from the 
beginning, I found it easy to communicate these uncertainties to the 
creative team.’’ T1, TSHS dance teacher, Case Study 2  
6.2.3 Section three: Evaluation 
Reflection is synonymous with evaluation in the performing arts.  It is 
considered critical to the artist’s ability to improve and refine the 
“…construction of meaning, purpose and significance in his or her practice” 
(O’Toole 2006, p. 57). This final section of the AIR model promotes a cyclic 
process of evaluation that involves continuously looking back at what has 
taken place and utilizing this learning and new knowledge when projecting 
forward to assess alignment with the initial brief and ensure the relevance of 
the proposed project outcomes. Additionally, the model schema highlights 
the integration of the evaluation process throughout an AIR project, rather 
then just an activity at the conclusion of a project. This continuous, active and 
 108 Chapter 6: Findings 
reflective process supports the participants’ ability to engage in Knowing-in-
action, Reflection-in-action and Reflection-on-action (Donald Schon 1992: 
Neelands 2006), necessary ingredients in the development of rich creative 
experiences for AIR participants.  
Project appraisal 
Collaboration is the backbone of AIR projects and as such needs to be 
evaluated, however it is not the only component of an AIR project. AIR 
projects respond to strict guidelines regarding aesthetic and curriculum 
priorities. High quality teaching and learning experiences and authentic 
disciplinary expertise dominate these guidelines. Additionally, AIR projects 
“…must demonstrate the value of participation in arts practice for supporting 
core learning competencies and discipline specific learning” (Huddy, as cited 
in www.creative-campus.org.uk, para. 3). These objectives are not unique; 
they were central motivators for the teaching artists and classroom Arts 
teachers facilitating AIR projects.   
These elements are relied upon as markers for evaluating the success of 
an AIR project. They are often the only elements of an AIR project that are 
evaluated. However, they do not necessarily speak of the quality or success 
of the collaboration between artists and teachers facilitating an AIR project. 
Research (Purnell 2008; Waldorf 2005; Imms et al., 2011) now supports what 
was previously anecdotal information, claiming that the quality of the 
relationship and partnership between AIR facilitators, artists and teachers, 
directly impacts the quality of the creative exchange and the overall 
experience of the student participant.  
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“I had forgotten how uplifting AIR projects can be – for everyone. It is 
very easy to identify the benefits for the students when participating in 
these types of projects but it was my experience, in this project, that 
the artists and the art form also benefit. The project structure and 
delivery mechanisms made me feel very supported. It positively 
effected how I make art: what I make, how and why I make it.” A2, 
early-career dance artist and teaching artist, Case Study 2 
 
“Our staff room had a meeting yesterday to discuss our vision for 
Tullawong Arts for the next few years and collaboration between art 
forms was high on the agenda. We have done this before but not as 
well as it was done with this project. We will replicate this model in 
future creative collaborations.” T2, TSHS dance teacher, Case Study 2  
 
“It was lovely to see new ways to warm-up and create movement. I felt 
inspired and refreshed.” T4 Teacher, Case Study 1 
6.3 RESEARCH CONCLUSION 
This practice-based research celebrates the role of both the classroom 
Arts teacher and the professional dance artist. It has involved analysing the 
work of both entities through the development and delivery of two AIR 
projects in the creation a model of practice for dance artists in residence in 
Secondary schools. The AIR model developed as a result of this research 
integrates theoretical knowledge with professional practice providing a link 
between two established professional identities: dance teacher and dance 
performer/choreographer. The model contributes to the field connecting 
professional dance practice with dance education and is an easy template to 
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be adapted for a range of AIR projects seeking to ensure quality learning in 
creative contexts. This research supports the growing number of dance 
artists diversifying their practice to include creative work within formal 
teaching or community contexts. Many of these practitioners have little formal 
training within these contexts so the model will provide a framework from 
which to prepare, engage, evaluate and deviate. 
In projecting forward, the researcher suggests three areas of inquiry that 
could further the development and relevance of the AIR model. These 
include exploration into teaching artistry, brokerage and models of practice. 
The nomenclature of dance teaching artist is relatively new in Australia. 
Further research is required to clarify and promote the role of the dance 
teaching artist within both the aesthetic and dance education domain.  
Further research into brokerage, with particular respect to community cultural 
brokerage would provide relevant information for inclusion in the model 
instructions or schema to enrich the participants’ (artists, teaching artists, 
classroom teachers and community members) experience within AIR 
projects. Additionally, further research could be conducted into the design 
and implementation of models of practice across many disciplines and 
industries to contribute to the continued fine-tuning of the AIR model for the 
express purpose of ensuring rich learning experiences for all participants in 
dance AIR projects delivered in Secondary schools and communities.  
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